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ABSTRACT

PROJECT REPORT
DIRECTION AND PRODUCTION OF SHAKESPEARE'S COMEDY
Much Ado About Nothing

by
Lisa Kraus Morford
January 2003

This project includes the selection, background
research and documentation, direction, production, and
post-production analysis of Sammamish High School's
production of William Shakespeare's Much Ado About Nothing.
Documentation includes research, analysis of the play, and
an evaluation of the comedy as a production for Sammamish
High School.
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August 20, 2002
Dear Spencer Welch:
For our first production of the 2002-2003 year, I plan to direct and produce William
Shakespeare's Much Ado About Nothing. It will also serve as the final project for the
completion of my Masters in Theatre Production from Central Washington University.
The scheduled dates for performances are January 17,18, 24, 25, with performances at
7:30pm. On the 25, we will have an additional matinee performance at 2pm.
The work that students and I will do is similar to the process that we have used for the
last four shows. It involves research, design, construction, rehearsal, performance,
evaluation, and deconstruction. We will be moving this show from its original
Elizabethan time period to the 1920s in the United States. With this, we hope to add live
or recorded music, costumes, and set pieces that clearly reveal the pizzazz and flavor of
the era. I would like this experience with Shakespeare to be really enjoyable for the cast
and especially the audience. Hopefully, this time travel to the 1920s will help us to
achieve that goal. It is a light-hearted show (not without a dark undertone) that will be a
good contrast to 1984 and Dracula. And, with the dreary Januarys in Seattle, this will
bring some good cheer.
I will need to hire a choreographer, music director, costumer, and lighting designer. In
the past, the lighting designer has been covered from a grant from the Bellevue Schools
Foundation, and I will submit that again this year. For the other positions, I will need
resources from the school to support the stipends. They will be significantly less than
musical stipends, but they will require some funding. In the past, for dramatic and
comedic shows, we have spent between $5,000 - $ 9,000, and for the musical, I'm sure
that we spend over $10,000 (though I am not sure of the exact totals). Roughly
estimating, we will probably be toward the high end of what we have spent in the past for
dramas and comedies, but it will cost less than a musical.
We hope to deliver the caliber of shows that we have achieved in the past, and I look
forward to working with you to solve how we continue to build the Theatre program
through the main stage shows and also in the work in the classroom.
If you could please sign this letter to give me permission to proceed in my endeavors, I
would be grateful.

Sincerely,

Lisa K. Morford
With permission from
Principal, Sammamish High School
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A Synopsis
As the title suggests, little in this comedy amounts to anything substantial, and
little happens that is based upon substantiated facts. As the play opens, a messenger
delivers one of the very few details that can be believed--the soldiers are due to arrive
shortly. Beatrice inquires if Benedick, her partner in witty verbal duels, has returned
from the war, for she has "promised to eat all of his killing." Indeed, he returns, along
with war-hero, Claudio, who declares his new target--Hero, the daughter of Governor
Leonato, the gentleman who will play host to the returned military personnel for a month.
Thus, the revelry begins.
At a masquerade ball, Don Pedro, the prince, is sent to woo Hero on Claudio's
behalf, and Beatrice continues the game of belittling Benedick and pronouncing her
independence from men. But, lest the evening and story be filled with too much mirth,
consider Don John the bastard brother of Don Pedro and his self-professed villainy.
Plotting to undo the betrothed Hero and Claudio, he sets Balthasar, his loyal follower, to
ensnare Margaret, Hero's attendant, at Hero's window, to provide "evidence" of Hero's
unfaithfulness. Seeing this, Claudio vows to avenge the wrong by shaming Hero and
denouncing her on their wedding day in front of the entire assembly.
Meanwhile, Benedick, the self-assured bachelor, is tricked by his male friends
into believing that Beatrice is in love with him. And, Beatrice, tricked by her female
attendants, believes that Benedick is in love with her. So, when Claudio denounces Hero,
destroying the wedding day, and Leonato, her beloved father, sides with the men to
shame his daughter for dishonoring him, Benedick is left to console the horrified Beatrice
who cannot believe that her father has abandoned the pure and innocent Hero. Believing
all men to be irrational and insensitive, Beatrice wishes she were a man--one able to
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revenge the wrong done to her sister. Benedick, wanting to prove his manliness and his
love for Beatrice, agrees to carry out the only method by which Beatrice will believe his
love--he must "Kill Claudio."
Thankfully, the incompetent watchmen, ruled by Dogberry and Verges (the comic
relief of the show) overhear Borachio and Conrade (accomplices paid handsomely by
Don John the bastard) bragging about their earnings. Leonato is informed that the guilty
party is in custody.
Later, the plot devised by the Friar Francis is being fulfilled. Friar Frances,
believing Hero to be innocent, asks the family to feign Hero's death to cause the
audacious Claudio to mourn the consequences of such harsh public accusations. Leonato,
not knowing whom to trust, agrees to the plan. So, regarding Hero as dead, the village
assembles at the family monument to mourn Hero's death. Claudio lays a wreath upon
her tomb and asks for forgiveness from Leonato. Leonato agrees to forgive him ifhe will
marry Don Pedro's daughter. Desiring to return to good favor, he humbly consents to the
arrangement. So, shedding the "weeds" of black, they all don their wedding attire and
reassemble at the church.
Prior to the marriage ceremony, Benedick, finally ready to abandon his bachelor
lifestyle, asks Friar Lawrence to join Beatrice to himself. With all company reassembled,
the brides enter, masked. Claudio inquires which one is to be his wife. The young Hero
reveals that she is not dead--to the amazement of those who were not privy to the plot.
With this revealed, Benedick asks Beatrice to marry him, but it is not agreed upon
without one final battle of wits between them. Conveniently attired as a bride, Beatrice
accepts, and they finally kiss. All dance happily ever after, with the promise that Don
John, the villain responsible for all of 'The Ado,' will be dealt with the following day.
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Why Create So 'Much Ado' About Nothing?
January will be the perfect time of year for merriment, laughter, and joy. During
Seattle's rainiest time of the year, after the holiday cheer has passed, the audience will be
looking for a good time and something to attend besides a typical high school basketball
game. So, bring on Beatrice and Benedick and the young Claudio and Hero. With two
young couples in love, we're off to a good start. Though this play deals with false
accusations, disillusionment, and death, it is all for such a brief moment before all is
made well again. The show will play to our heartstrings, wishing all to be in love, to
restore love, and to mend all wrongs in reunion, song, and dance. It's one of those
happily-ever-after affairs, and most of us could use some of that!
Our production challenges will be similar to what they have been during the past
four productions in this venue. We have extremely limited wing space, which makes
storage of set pieces and the masking of entrances difficult at times. Our fly space is
really only capable of supporting lights and the raising and lowering of objects ofless
than four feet tall. Our lighting instruments and dimmers are typically pushed to their
capacity. We have borrowed border lights and other instruments in the past, and we have
also rented some equipment from PNTA in Seattle. Our sets cannot exceed sixteen feet
in height or the back row of the audience will not have visibility. Our seats are extremely
noisy if anyone attempts to move in the bleacher-type seating arrangement, so the use of
the aisles for staging is not particularly successful. Our sound system is limited, but we
do have access to equipment through another high school's sound personnel.
Despite limitations, we have produced aesthetic sets and beautiful shows in the
past. Part of our success lies in creating unit sets, often two stories, and extending
platforms beyond the apron to bring the actors closer to the audience. It is with this in
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mind that the design process will begin.
In directing Shakespeare's plays, one of the principal difficulties is working with
the language, deciding how it is to be read and interpreted. A language pre-audition
workshop will be held in mid-September to teach Wesley Van Tassel's four basic skills
(scansion, emphasizing the end of the line, breathing, and phrasing) to my students. I will
choose one male monologue and one female monologue for the workshop, and all actors
will perform these for individual auditions. I will give them the additional opportunity to
deliver one of their choosing, but it will be good for me to hear one selection that I have
previously scanned and analyzed, so that I can hear the possibilities with more accuracy.
During call backs, I will have them read some of the lines cold, so I can get a better idea
of who will struggle with the text and who will have a more natural ear for it. Though the
textual analysis and scansion will be more tedious than a modem play, I look forward to
the challenge of working with the students to distinguish prose from verse and how to
make all of the language flow naturally from the situation. After all, Shakespeare is the
most revered of all poets and authors, and I would like the audience to find his language
understandable, his characters real, and the situations believable.
Perhaps what is most favorable about producing Shakespeare is seen from the
financial side. His plays are free- no royalties and no fees for scripts! The selection I
obtained is free from a website, and the copies can be charged to another funding source
if made before the year begins. As I begin to work with the scansion, I will check the
punctuation against the Pelican and the Arden versions of the text to ensure good choices
in phrasing and breathing. Having the script available as a manuscript will allow for
continued cuttings and consideration for how to make the text as fluid as possible. Many
entrance and exit lines can be trimmed, as well as excessive poetry and mythological
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references, without harming the audience's understanding. I really hope to keep the play
at 2 1/2 hours, as our three-hour Dracula was just too long, even for me. Finally,
Shakespeare offers many parts; as my friend is fond of saying, "Where there is one fairy,
there can be more fairies." Though we have no fairies in this show, we do have
messengers, soldiers, dancers, and lovers. This will allow for many students to
participate in smaller roles as they explore their abilities on stage. I am not fond of
adding actors just to have more people on stage, but this play offers a minimum of
seventeen roles, and setting it in the 1920s will allow for more gender-switching of roles.
Hopefully, the challenge will be worth the effort. Each year, the Sammamish
English department requires students to perform scenes from Romeo and Juliet at the
freshmen level and Taming of the Shrew at the sophomore level. We will have a senior
elective option of Mythology and Shakespeare this year for the first time, so more
students than ever will be exposed to the text and working with its complexity. This
should increase the audition pool for this show, and allow for the best possible person in
each role. Because of these positive interactions with performing Shakespeare, our
students will be prepared for this main stage experience, and they should enjoy seeing a
more perfected performance.
Though at one point, my heart wanted to direct and produce The Winter's Tale,
because it is so much more of a substantial, agonizing, and meaningful story, ultimately
the subjects and themes of Much Ado About Nothing seemed more immediately
accessible to students. I had the opportunity to return to the OSF to watch their
interpretation of The Winter' s Tale. Set in the 1950s and 1970s, it was beautifully
produced. But, I also realized how much the show gained by being performed in a space
with such possibility (upper balconies, a trap floor, hydraulic set pieces, and masterful
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design). I decided that perhaps this show would be better suited to our new theatre that
will be completed in 2004, when the technical side of our theatre may match the beauty
of the show. Also, we will have the experience of having produced a Shakespeare show,
and I am certain that we will learn much. Perhaps, by then, I may be able to identify a
strategy for dealing with so many of the primarily older roles required of mature actors
(using faculty and alumni as possibilities).
So, for now, students will deal with the subjects of gullibility, public humiliation,
young love, infidelity, and good-natured fun, which seem more suitable to the talent we
currently possess.
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Concept Statement
Shakespeare's comedy Much Ado About Nothing, taking place in Italy, is an
upper-class comedy, with middle to lower-class watchmen protecting the town. With
soldiers returning from war, the village is anxious for their return and is celebratory of
their war efforts. Eager for social interaction and festivity, Governor Leonato plays host
to a masquerade ball where the revelry begins. This festive joviality is continued until
Don John the bastard's plot unravels the wedding, causing communal grief and a funeral.
Both the spirited energy of life-giving happiness, as well as the darker, sadistic forces of
ill will, must be captured in the show to indicate how quickly optimism turns to
devastation.
As the play's title suggests, its world is one of frivolity. So, consider New York
City in the 1920s with a design that was "wild, extravagant, revolutionary and, much of
it, extremely beautiful" (222). Shifting Shakespeare's world of Messina to the chic world
ofNew York City, and its fashion, feels appropriate. The sounds of jazz music and the
Charleston buzz with the energy necessary for a festive masquerade. In the city,
"everybody danced, everywhere--in clubs and dance halls, at home and in the streets, at
charity balls and in non-stop competitions, in chorus lines and couples" (168). In this
period, "the finest houses in any city were still the private homes of titled individuals, not
the offices of public corporations" (Yapp, 58). The Governor's residence, then, would be
a great place for a formal, festive occasion.
The design of this home needs to communicate extravagance and wealthornamentation for the sake of sheer style and beauty. The most important functions of
the setting include a welcome area for the homecoming of the soldiers, a location for the
masquerade ball, positions from which Beatrice and Benedick overhear conversations, an
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area for the funeral and burial rites, and a setting for the two wedding ceremonies.
Perhaps this set will be more suggestive of location rather than as realistic as our past
productions have been; it is not completely necessary that a "house" exist; rather, the
audience must understand the upper-class nature of the gatherings. In fact, an open and
airy feeling, rather than a stationary house, may contribute to the playfulness of the show.
Movement from scene to scene needs to be instantaneous and fluid to help maintain a
palatable length of show time.
The set, costume, and hair design, as well as the music and dance, must reflect
what Nick Yapp, in 1920: The Hulton Getty Picture Collection, called the "jazzy, witty,
light-hearted, athletic, sexy, [and] mischievous" characteristics of the Charleston Age.
Though the soldiers are returning from war at the opening of the show, they most likely
would don new, fashionable clothing to suit the relaxation of post-war activity, once the
exposition is completed. Beatrice, perhaps, in the exposition, may be dressed in attire
suitable to someone who has been involved in the causes of the war- emphasizing her
independence and her position as a "New Woman." But, once the tide of affairs changes,
as the soldier-guests plan to stay a month, the men's clothing will take on a sporty look,
appealing to a renewed desire for casual conversation and gentlemanly sophistication.
Women's clothing must have a wispy, vivacity. It should emphasize the round, sleek
nature of the female body, underscoring the careless freedom that has replaced wartime
concerns. Hero's opening dress must be startling enough to provoke the love-at-first
sight reaction of Claudio, whereas Beatrice's ensemble should be one that is much less
striking and attractive. The costumes should imitate fine cloth of the time and should
emphasize the frills of a wealthy and uninhibited existence.
Don John, and party, on the other hand, represent the antithesis of this
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envirorunent and may not even change from their wartime attire. They await the next
enemy to conquer. Dogberry and Verges are perhaps security guards, secret service, or
private police, who may require a more uniform-like appearance, but the watch, whom
they have hired, may represent a more comedic, informal, quasi-fashionable style. The
Friar role will be that of a Catholic priest or other religious person who may legally join
the couple in marriage. This person should be formally attired.
For lighting, it will be necessary to reveal a spring day in the opening and
eavesdropping scenes, moving to a colorful and vibrant festivity during the dance. If we
are able to cast and choreograph a chorus line during the ball, a glitzy, glamorous, and
sensational feel should emphasize the excessiveness of a grandiose evening. As Don
John's plot grows, dark-shadows will be necessary. We may wish to look toward the
lighting designers to create an orchard, a chapel, a legal/prison envirorunent, and the
tomb and monument area (which needs to be exceedingly dim and gloomy). In the final
celebration, let's consider surprise lighting for the new wedding ceremony that unveils
the "Revived Hero," with something exceptional to light the final dance number.
This production's world of Much Ado About Nothing should, like F. Scott
Fitzgerald's world of The Great Gatsby, emphasize a world where money purchases
opportunity and fabricates pleasure. Bruccoli, in the preface to Simon & Schuster's
edition of The Great Gatsby also states, however, that the story is a:
"reaction to America's participation in World War I-which ended on 11
November 1918- [triggering] disillusiorunent, moral reevaluation, social
experiment, and hedonism .... The Twenties were primarily an era of
possibilities and aspiration--a dominant Fitzgerald theme. In 'Echoes of the Jazz
Age' he wrote: 'It was an age of miracles, it was an age of art, it was an age of
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excess, and it was an age of satire."' (x)
Our story is one of rich people celebrating life and manipulating one another in playful
rhetoric; but, a malicious undercurrent of revenge threatens and haunts it, just as the Wall
Street crash marked the end of the 1920s, ending what Fitzgerald called "the most
expensive orgy in history" (Bruccoli, x).
Our story, however, marginalizes the dark ending of Fitzgerald's The Great
Gatsby. Don John does not destroy the atmosphere; he deflates it temporarily, just as
Tom Buchanan does in Fitzgerald's story. Therefore, let us consider the atmosphere of
Daisy's house in The Great Gatsby as an image for the design of the world of our show:
We walked through a high hallway into a bright rosy-colored space,
fragilely bound into the house by French windows at either end. The windows
were ajar and gleaming white against the fresh grass outside that seemed to grow
a little way into the house. A breeze blew through the room, blew curtains in at
one end and out the other like pale flags, twisting them up toward the frosted
wedding cake of the ceiling- and then rippled over the wine-colored rug, making
a shadow on it as wind does on the sea.
The only completely stationary object in the room was an enormous couch
on which two young women were buoyed up as though upon an anchored balloon.
They were both in white and their dresses were rippling and fluttering as if they
had just been blown back in after a short flight around the house. I must have
stood for a few moments listening to the whip and snap of the curtains and the
groan of a picture on the wall. Then there was a boom as Tom Buchanan shut the
rear windows and the caught wind died out about the room and the curtains and
the rugs and the two young women ballooned slowly to the floor."(Fitzgerald, 12)
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When Claudio denounces Hero, the audience is not sure whether it has come to
see a comedy or a tragedy. Much Ado reaches an extreme high at the masquerade ball
and an extreme low as Claudio publicly ruins Hero (the funeral is not as dark as it might
seem because the audience feels smug, knowing Hero is not really dead). But, despite the
evil bastard-villain, we are fortunate enough to return to the buoyant, original atmosphere
of frosted, wedding cake ceilings, due to the stupidity of the braggart villains and the
haphazard aptitude of the watch--thematically illuminating the fragile and fleeting nature
of celebration and mirth.
The black and white reproductions in the appendix have been obtained from the
archives of the New York Public Library for the Performing Arts or from the sources
listed in the Works Cited. The New York Library reproductions were used to inspire
design work by clarifying how other artists have approached the scenery and costumes in
the show based on their design concept, and the photographs from the 1920s era are to
provide images that may be useful as models for creating original designs.
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Much Ado About Nothing Rehearsal Schedule
(SUBJECT TO CHANGE- NOTICE WILL GIVEN 1-3 DAYS IN ADVANCE)
SEPTEMBER- 2002 **all rehearsals 6-9PM unless otherwise indicated
SUN. MON.
2
1

TUESDAY
3

WED.
4

THURSDAY FRIDAY
6
5

FIRST DAY
OF SCHOOL
8

9

10

11

TECH
3-5

12 PREAUDITION
WORKSHOP

SATURDAY
7
TECH
10-6

13

14
TECH
10-6

6-9PM

15

17

18

19

20

21
TECH
10-6

23

24

25

26

27

TECH
3-5

AUDITIONS
5-8

CALL
BACKS
5-8

CALL
BACKS
5-8

CAST
POSTING
4PM

28
TECH/CAST
READ
THROUGH
2-8pm
(ALEX'S)
TECH
REPORTS

16
TECH
3-5

22

29

30
TECH
3-5
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Much Ado About Nothing Rehearsal Schedule
(SUBJECT TO CHANGE- NOTICE WILL GIVEN 1-3 DAYS IN ADVANCE)
OCTOBER- 2002 **all rehearsals 6-9PM unless otherwise indicated

SUN. MON.

6

7
TECH
3-5

1
3

14
TECH
3-5

TUESDAY
lTEXT
WORK
costume fee
due
$30.00
ACT I, i
(1-17)
8TEXT
WORK

WED.
2TEXT
WORK
ACT I, i, ii
(18-21)
ACT II, i
(22-40)
9TEXT
WORK

THURSDAY FRIDAY
3TEXT
4TEXT
WORK
WORK
ACT II, ii, iii
(41-55)

10 TEXT
WORK

SATURDAY
5

ACT III, i, ii
(56-67)
III, iv, v
(77-85)
11 TEXT
WORK

ACT III, iii
68-76
ACT IV, ii
102-106
15 TEXT
WORK &
BLOCKING

ACT IV, i
86-101

ACTV, i
107-122

ACT V, ii, iii,
iv, 123-137

16 TEXT
WORK &
BLOCKING

17 TEXT
WORK &
BLOCKING

18 TEXT
WORK &
BLOCKING

ACT I, i
(1-15)

ACT I, i, ii
(16-21)

ACT II, i
(22-40)

ACT II, ii, iii
(41-55)

24TEXT
WORK &
BLOCKING

25

TECH
10-6

12
TECH
10-6

19
TECH
10-6

RUN/WORK
2
0

21

22 RUN/
WORK

TECH
3-5

28
TECH
3-5

WORK
ACTI

ACT I, II

2
7

ACTI
23 TEXT
WORK &
BLOCKING

29

RUN/
WORK
ACT II, III

Act III, i, ii
(56-67)

30TEXT
WORK &
BLOCKING
ACTIV, i
(86-101)

ACT III, iii-

OFFBOOK

V

(68-76)
(77-85)
31
NIGHT OFF
BOOTH
DECA
CARNIVAL

(see next
page)

26
TECH
10-6

Morford 17
Much Ado About Nothing Rehearsal Schedule
(SUBJECT TO CHANGE- NOTICE WILL GIVEN 1-3 DAYS IN ADVANCE)
NOVEMBER- 2002 **all rehearsals 6-9PM unless otherwise indicated

SUN. MON.

3

1
7

2
4

WEDNESDAY THURSDAY

FRIDAY
1

SATURDAY
2

WORK
ACT II
OFF
BOOK
8

TECH
10-6

TECH
10-6

IV

WORK
ACT III
OFF
BOOK
15

16
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1
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9
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30
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DAY
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Much Ado About Nothing Rehearsal Schedule
(SUBJECT TO CHANGE- NOTICE WILL GIVEN 1-3 DAYS IN ADVANCE)
DECEMBER- 2002 **all rehearsals 6-9PM unless otherwise indicated
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7
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5
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10-6
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10 TECH 3-5
11 TECH
12 TECH 313 TECH
14
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5
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(68-76)
(10-7)
ACT IV, ii
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31

QUALITY
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Much Ado About Nothing Rehearsal Schedule
(SUBJECT TO CHANGE- NOTICE WILL GIVEN 1-3 DAYS IN ADVANCE)
JANUARY- 2002 **all rehearsals 6-9PM unless otherwise indicated
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PREVIEW

SHOW
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SHOW

28
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Lunch Break
2:00-6:00
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SHOW TIME
SHOW TIME
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6:30 costume/
6:30
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party: Red
p check
Robin

24 7:30
25 2:00 & 7:30
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stay in the theatre
Cast Party: TBA
31
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STRIKE SET
10-6
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Given Circumstances
The play's original setting is Messina, Italy, where the majority of the action
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Given Circumstances
The play's original setting is Messina, Italy, where the majority of the action
occurs at Governor Leonato's home. Soldiers Don Pedro, Claudio, and Benedick all hail
from various regions of Italy and are returning home from war. They join Leonato for a
month before returning to their own homes. This production's setting is New York City
with the soldiers' residences in various boroughs of Manhattan. The set is a unit set, a
large atrium, adjoining the private residence of Governor Leonato.
This production takes place over five days in the month of May, 1920 (a change
from the original July sixth date in the script. A list of scenes and the time of day is at the
end of this section). This change creates a plausible time for the return of the soldiers
following the Great War and communist activity abroad, placing the characters at the
beginning of a new decade with a new spirit. Though the war officially ended in
November, 1918, communist uprising threatened to spread throughout eastern and central
Europe. So, "in the summer of 1918, Wilson dispatched U.S. troops to Russia. [... ]
Foreign forces occupied northern Russia and Siberia until June 1919 and occupied
Manchuria until April 1920. Although U.S. soldiers took no direct part in the Russian
civil war, Wilson clearly hoped that their presence would influence the outcome"
(Horowitz 116). Setting the play in May gives the soldiers a month of traveling time to
return home from Manchuria to New York City. Upon return, the soldiers find the
typical city weather to be hot and humid, but the spirit of the city to be in better condition
than when they departed.
The years leading up to 1920 were tumultuous. Though in 1912, Wilson was
elected under the reformist slogan, "New Freedom," his progressive ideals of bringing
peace to a nation were not felt until 1920, when an "unexplained detonation of a
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wagonload of explosives on Wall Street in September 1920, which killed thirty-three and
injured two hundred, did not shake the new sense of security" (122). Preceeding this
feeling of stability, Horowitz records that more than four million workers took part in 3,
600 labor strikes in 1919 alone. By 1919 terrorist incidents and threats resulted in the
assassinations of six heads of states by anarchists. And, "on a single evening in January
1920 federal agents detained 6,000 people" and "deported more than 500 aliens. As
thousands of New Yorkers cheered from the docks, the U.S.S. Buford, the so-called
'Soviet Ark' sailed for Finland" (120). But, "the Red Scare ran its course by mid-1920"
(121). The United States was still looking for Wilson's idea of "peace, prosperity, and
progressivism" (Horwitz 91).
Along with political umest comes social change. Since the turn of the century,
many groups were organized to prevent all kinds of vices and sustain moral values. In
entertainment, the National Board of Review was established to "preview and eliminate
objectionable material" (49). So, by "the early 1920s a hundred American cities and
eight states had created similar conditions to monitor the fantasies presented on the
screen" (49). The Eighteenth Amendment, which took effect in 1920, outlawed the
manufacture, sale, importing, or transportation of any beverage with .5 percent alcohol.
For women, the new century brought some changes, but not without a fight. Oregon
state hired 'Lola G. Baldwin in 1908 as the nation's first municipally paid policewoman"
and policewomen were stationed "at amusement parks and dance pavilions" (49) to
control what many considered to be morally questionable activities. Women continued to
fight for greater opportunities and freedom. Margaret Higgins Sanger wrote, "No woman
can call herself free who does not own or control her own body" (48). In the Woman
Rebel, in 1914, Sanger asserted "a woman will secure 'life, liberty and the pursuit of
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happiness' when she becomes 'absolute mistress of her own body.' Only then can the
'new woman' gain 'the highest possible fulfillment of her desires on the highest possible
plane"' (48-49). After fleeing from the U.S., to Europe, to avoid arrest for sending birth
control information through the mail, she returned to the U.S. in 1916, and she opened
the first U.S. birth control clinic in Brooklyn, but not without being jailed for thirty days.
In 1921, she established the American Birth Control League to "encourage physicians
and social workers to press judges to permit the distribution of information," but even
this was not definitive until 1965 when the Supreme Court's decision struck down "all
laws restricting the use of contraceptive devices" (49). Beatrice, the independent woman
of Much Ado About Nothing, would likely have taken a part in many of these activities.
She also would have been fighting for a woman's right to vote. Though many western
states in the U.S. had supported women's suffrage prior to the new century, it took
Congress until 1919 to approve the Nineteenth Amendment, which was ratified a year
later, nearly doubling the number of citizens eligible to vote. Women considered
"careers while still maintaining romantic and emotional attachments to men and families.
[... ] Although the number of female college graduates tripled in the 1920s, women
constituted only 21 percent of the nation's labor force at the decade's end," and they
"averaged 60 percent of the earnings of male counterparts" (152). Women in careers was
not a celebrated choice, and "most psychologists, educators, and clergy continued to tell
women that their natural place remained the home, where their first task was
motherhood" (Horowitz 152).
In 1920, the nation sat on the verge of change, and corporate leaders 'proclaimed
a New Era in human affairs' (125). Many wartime industries applied their technologies
to domestic products and created products like rayon, plastics, cosmetics, cellophane, and
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synthetic tires. Writers in business "promised that the new technology would relieve
human drudgery and democratize leisure" (125). General Electric's technology of
vacuum tubes developed the radio that broadcasted the 1920 election-night results.
Henry Ford "confidently described machinery as the 'new messiah'" (126). Between
1909 and 1929, "spending on household goods tripled," and advertising "surpassed $1.5
billion annually" (Horowitz 126). People wanted to keep up with new trends and
fashions that promised to give them more leisure time. More women and minorities
entered the workforce. During the Great Migration, between 1915 and 1928, AfricanAmericans left the South for northern and western cities. Though working conditions and
pay were lower for these groups, more opportunity existed than ever before.
With more time and more money than in the previous decade, "more Americans
attended movies on Sunday than attended church" and "silent movies profoundly affected
social values and consumer styles" (Horowitz 143-4). The journalist H.L. Menken, as
early as 1915, had used the term flapper:
... to describe the brazen and volatile young English women who sought
sexual satisfaction, social equality, and personal freedom. Others insisted
that the word referred to the youthful fashion of wearing overshoes or
galoshes unfastened so the tongues flapped. Flappers of the postwar era
wore bobbed hair that concealed the forehead, and they exposed their legs
with knee-high skirts or dresses. Abbreviated hemlines, flattened chests,
hidden waists, and narrowed hips conveyed the impression of boyish
women in energetic motion. To prove their emancipation from Victorian
codes of feminine modesty, flappers not only drove cars but frequently
wore rouge, lipstick, and eye makeup, used slang, publicly smoked
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cigarettes, and joined in illegal speakeasies, jazz clubs, and dance halls.
On the screen, they appeared as 'modern' and independent women of
confident gait and unrestrained energy. (Horowitz 145)
People wanted a promise of freedom in their leisure lives. This carried over into
the music. In the 1920s "prewar rag styles had evolved into more carefree and rhythmic
jazz forms" (146) and most of the music was dance music. In 1925 "New York City's
ballrooms and dance halls admitted [six] million" ( 146) people. The setting of this
production is a precursor to a surge in the 1920s that produced famous musicians like
Paul Whiteman, Bix Beiderbecke, Bing Crosby, Chick Webb, Duke Ellington, Fletcher
Henderson, Louis Armstrong, and Ira and George Gershwin. In addition to these popular
artists, however, were the "Lost Generation" as they were called, who sought to escape
the materialism and Puritanism of America by going abroad to France. One of these
authors, F. Scott Fitzerald, in his "first novel This ide of Paradise, depicts 'a new
generation grown up to find all Gods dead, all wars fought, all faiths in man shaken"'
(Horowitz 150).
This is the cultural feel of this production will echo Fitzerald's novel The Great
Gatsby published in 1925. The characters in the play represent an upper class,
hedonistic, rather than religious lifestyle. Leonato's lifestyle is a portrait of leisure,
hosting a group of people for a month in his private residence. This gives testimony to
his financial ability to provide high quality feasts and entertainment through music and a
masked ball celebration. Making provision for his daughter's wedding, within a week of
its inception, is no trouble, relying, of course, on a staff of maids, butlers, and attendants.
America's economy began to flourish, and this world of the play captures the essence of
that tide. But, it is not without its darker side.
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For this production, the war has been fought, faiths are surely shaken, and
perhaps, as Fitzergald suggests, all gods have begun to be "dead," but they are not
entirely. Shakespeare does choose the corruption of Don John's plot to sabotage the
world of this play in the most sacred of ceremonies, the wedding day. But, he also allows
the Friar (in this production, the Priest) to correct the wrong through a "false" death and
resurrection of Hero. This may speak to a Christian ideal ofrebirth. Certainly, for
Shakespeare, the Bible, "probably the Genevan version of 1560, rather than the official
Bishops' Bible of 1568" (Halliday 24) was a literary companion. His characters
reference God and Christian behaviors. His character Don Pedro says of Leonato, "I dare
swear he is no hypocrite, but prays from his heart" (I.i.135-6). This is a contrast to the
outright villainy of Don John who wreaks havoc on the Christian world of the play. And
yet, Dogberry, the fool, preoccupies himself with recognizing God first, an empty dictum.
Certainly, mourning, repentance, and reconciliation are at the heart of the play, in
Claudio's actions, but all of the characters are acting in a large plot of deception, where
nothing is as grim as it may seem to be because the audience knows the truth and expects
a comedy (if only from the title of the show). The theme of men's deception and the male
and female desire for union is inextricably linked. Although most characters have their
faith and expectations shaken at the foundation, ultimately, the union of two divergent
couples, the traditional one and one of a New Order, suggests the possibility of happiness
in a larger realm of choice. Yes, the people of this world subscribe to a Christian faith, at
least one that concerns itself with outward manifestations of it. Perhaps Claudio and
Hero represent the closest tie to a more traditionally religious marriage and union. But,
what wins, in the end, especially in the relationship between Beatrice and Benedick, is a
more light-hearted togetherness where a shared intellect unites the hearts of love.
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Passage of Time
Day One
•

Act I, i, late morning

•

Act l,ii, noon

•

Act I, iii, afternoon

•

Act II, i, pre-dinner entertainment, early evening 5 p.m.

•

Act II, ii, evening

•

Act II, iii, 6 p.m.

Day Two
•

Act III, i, morning

•

Act III, ii, later in the morning

•

Act III, iii, dark, late evening

Day Three
•

Act III, iv, marriage preparation, 4:45 p.m.

•

Act Ill, v, evening

•

Act IV, i, wedding, evening

•

Act IV, ii, late evening

Day Four

•

Act V, i, 11 :00 a.m.

•

Act V, ii, early evening, 4 p.m.

•

Act V, iii, late evening

Day Five
•

Act V, iv, afternoon 3:00 p.m. wedding
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Previous Action
•

The soldiers have been off to war, and they have been victorious.

•

Beatrice and Benedick have a longstanding relationship of verbal wit and
accusations.

•

Leonato references Hero's mother, but she is nowhere in the play. It is in jest
that he says, "Her mother hath many times told me so," (I.i.94) but it is
peculiar nonetheless. Hero is his only child.

•

A previous event caused division between Don John and his brother, the
pnnce.

•

Before they left for war, Claudio felt attracted to Hero, but upon return, he is
in love with her.

•

A servant overheard Don Pedro and Claudio talking and mistakenly reported
Don Pedro to be in love with Hero and that he would announce it in the
evening at the dance and then speak to Leonato about it (I.ii.6-13).

•

Don John reveals that he, at one time, had all the power and glory in the
military, but was overthrown by Claudio (I.iii.58-60).
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Analysis of Dialogue
The Eavesdropping Scenes
Through the sport of recounting false tales, the themes of gullibility and selfdeception are engendered. But, the language of the experience differs by gender. The
men speak in prose while the women speak in verse. The men's dialogue begin with
unpleasant music and images of stalking their prey, moving toward luring the fish to bite.
The women's images are more poetic, that of being wounded by Cupid's love, of pleasant
angling, of devouring "false sweet bait,"(IIl.i.33) and of consuming fire and "empoisoned
liking" (III.i.86).
Claudio says, "O, ay--stalk on, stalk on; the fowl sits.--! did never think that lady
would have loved any man" (II.iii.98-99). The animal imagery of hunting and trapping is
clear. When Claudio continues, "Bait the hook well; this fish will bite," (II.iii. I 06) it is
so matter of fact; all they have to do is to speak that Beatrice loves Benedick, and "he
hath ta' en the infection" (II.iii.118).
Ursula, on the other hand, speaks delicately of Beatrice as a beautiful fish, though
sometimes she is oddly fashioned. It is this combination of imagery and wit that ensnares
Beatrice. Ursula's sport, unlike the men's rugged trapping, is more artistic. She says:
The pleasant' st angling is to see the fish
Cut with her golden oars the silver stream,
And greedily devour the treacherous bait:
So angle we for Beatrice. (III.i.26-29)
Beatrice hears Hero say, "She is too disdainful;/ I know her spirits are as coy and wild/
As haggerds of the rock" (IIl.i.34-36), that
But Nature never framed a woman's heart
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Of prouder stuff than that of Beatrice;
Disdain and scorn ride sparkling in her eyes;
Misprising what they look on. (IIl.i.49-52)
Yes, Beatrice is beautiful like the fish, but it is unfortunate that rather than radiating love
or perceiving the treasure of Benedick, they see only ways to mock him. In a witty
exchange, Ursula says, "Sure, sure, such carping is not commendable" (III.i.71). That
they are fishing, or carping, in this conversation does not speak well for feminine
honesty, but neither does Beatrice's constancy in finding fault with men. Hero maintains
that because of Beatrice's wit,
Benedick like cover' d fire[ will]
Consume away in sighs, waste inwardly:
It were a better death than die with mocks,
Which is as bad as die with tickling. (IIl.i. 77-80)
The image leaves Beatrice with a choice to act upon. In maintaining her distant and
confident self-image, will she leave Benedick to suffer? Ironically, Hero says, "I'll
devise some honest slanders/ To stain my cousin with: one doth not know/ How much
an ill word may empoison liking" (IIl.i.84-86). She has already tainted Beatrice by
raising up an image of herself that no woman would want to have made worse. So, she
proclaims:
What fire is in mine ears? Can this be true?
Stand I condemn'd for pride and scorn so much?
Contempt, farewell! And maiden pride, adieu!
[............... . ...................]
And, Benedick, love on; I will requite thee,
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Taming my wild heart to thy loving hand. (III.i.107-112)
Both fish bite. But, it is argued:
the contrast between prose and a delicate, artful blank verse makes sharper
the difference of the fantasy each of them is offered. Benedick is given a
superbly ludicrous caricature of a love-sick Beatrice, which only his own
vanity could believe:
Claudio: Then down upon her knees she falls, weeps, sobs, beats her
heart, tears her hair, prays, curses: 'O sweet Benedick! God give me
patience! ... ' Hero thinks surely she will die.
And his own response, a mixture of comically solemn resolutions and
illogical reasoning, is equally exaggerated:
Benedick: I must not seem proud; happy are they that hear their
detractions, and can put them to mending .... No; the world must be
peopled.
Beatrice has her feminine vanity played on more delicately, but just as
directly; she is given a not-too-exaggerated picture of herself as Lady
Disdain, spiced with the praises of the man she is missing. And her
response, in formal verse, clinches the success of the manoeuvre. (Garrett
132)
Benedick and Beatrice Alone in the Church
Mr. S.L. Bethell calls their [the Elizabethan] capacity to respond to
difficult aspects of the same situation, simultaneously, but in often
contradictory ways, 'multi-conscious .... We must respond in much the
same way as the Elizabethan audience did, if we are to appreciate to the
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full [these scenes]. For both these scenes, however different--the first is
set in a half-comic key, the second employs a rhetoric that is nearer the
formally 'tragic'--employ deliberate ambiguities of tone and demand a
double response. (Garrett 136)
In the world of the play, Benedick cannot kill Claudio, but he cannot deny Beatrice this
action after he promised to do anything, and Beatrice cannot, after having revealed a part
of her love to Benedick, take her love back. So, in that moment:
Shakespeare clearly means us to sympathize with Beatrice's vehement
attacks on Claudio on Hero's behalf, and with the mounting strength of
Benedick's allegiance to her. At the same time, he overdoes the
vehemence, exposes it to the comedy of his wry appraisal, brings both
characters to the edge of delicate caricature. The scene's climax ...
has been taken to show the maximum deployment of Shakespeare
sympathy. It also exhibits perfectly his comedy." (Garrett 136)
Leonato's Outburst at Antonio/Ursula
Consider the dramatic irony at work in this scene because Leonato knows that
Hero is not dead, but Antonio does not. Leonato says, "I pray thee, cease thy counsel,
which falls into mine ears as profitless/As water in a sieve: Give no me counsel" (V ,i,46). So, according to Garrett, "most of his emotion is counterfeit. [... ] To some extent,
he is' still dramatizing himself in this scene, still enjoying his grief. But his language is
no longer grotesque or self-convicting" (138) as it was when he said, "Do not live, Hero;
do not ope thine eyes.[ ... ] Why had I one? I Why ever wast thou lovely in mine eyes"
(IV.i.121-127).
Benedick Challenges Claudio and the Prince
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Again, as with Benedick and Beatrice, the whole scene ... presents a mixture of
tones: appeal to our sympathy, exaggeration which is on or over the edge of comedy.
(Garrett 138)
Hero and the Church Scene
How does this tragic scene fit into a comedy?
On any realistic view it must, as has been said, be a repulsive scene: an
innocent girl slandered and shamed by her betrothed, with apparently
deliberate calculation, during her marriage-service, and in front of her
father- the city's Governor- and the whole congregation. [... ] Then, with
a jolt, we remember that 'these things' are not true. They are not true in
the play, which is the first thing to remind ourselves of, ifwe wish to
preserve the play's balance as comedy. [... ] Here the characters are
playing out an act of deception, each of them (except Don John) unaware
in fact of what the truth is. To that extent, they are all innocent. ... The
situation is in control. [... ] The whole scene's theatricality lessens our
involvement and distances our emotions. [... ] They are not true outside
of the play. (Garrett 139-41)
Garrett further insists that though this scene "has suddenly taken charge, becom[ing]
horribly true for a moment;" including "some of the disgust at sexual betrayal we know
from the dark Sonnets and from the crises of a host of later plays," it does not make it a
bad or less successful play as he once believed. He asserts that the tone of that scene,
though it is dark and climactic, is not prevalent throughout. What is, is that of
"deception, miscomprehension, and man's giddiness," along with the play's tone
"animated, brittle, observant, delighting in the ado men make" (Garrett 142).
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Analysis of Dramatic Action
ACTIV
SCENE I. A church.
The Big Day

Enter DON PEDRO, DON JOHN, LEONATO, FRIAR FRANCIS,
CLAUDIO, BENEDICK, HERO, BEATRICE, and Attendants
Half Consent
FRIAR FRANCIS
You come hither, my lord, to marry this lady
CLAUDIO
No.
LEONATO
To be married to her: friar, you come to marry her.
FRIAR FRANCIS
Lady, you come hither to be married to this count.
HERO
I do.

Speak Objections Now
FRIAR FRANCIS
If either of you know any inward impediment why you
should not be conjoined, charge you, on your souls,
to utter it.
CLAUDIO
Know you any, Hero?
HERO
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None, my lord.
FRIAR FRANCIS
Know you any, count?
LEONATO
I dare make his answer, none.
CLAUDIO
0, what men dare do! what men may do! what men daily
do, not knowing what they do!
BENEDICK
How now! interjections?
Permission to Return the Object
CLAUDIO
Stand thee by, friar. Father, by your leave:
Will you with free and unconstrained soul
Give me this maid, your daughter?
LEONATO
As freely, son, as God did give her me.
CLAUDIO
And what have I to give you back, whose worth
May counterpoise this rich and precious gift?
DON PEDRO
Nothing, unless you render her again.
CLAUDIO
Sweet prince, you learn me noble thankfulness.
There, Leonato, take her back again:
Claudio Slanderously Accuses & Rejects
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Give not this rotten orange to your friend;
She's but the sign and semblance of her honour.
Behold how like a maid she blushes here!
0, what authority and show of truth
Can cunning sin cover itself withal!
Comes not that blood as modest evidence
To witness simple virtue? Would you not swear,
All you that see her, that she were a maid,
By these exterior shows? But she is none:
She knows the heat of a luxurious bed;
Her blush is guiltiness, not modesty.
LEONATO
What do you mean, my lord?
CLAUDIO
Not to be married,
Not to knit my soul to an approved wanton.
Gentle Love, Ravaged
LEONATO
Dear my lord, if you, in your own proof,
Have vanquish'd the resistance of her youth,
And made defeat of her virginity,-CLAUDIO
I know what you would say: if I have known her,
You will say she did embrace me as a husband,
And so extenuate the 'forehand sin:
No, Leonato,
I never tempted her with word too large;
But, as a brother to his sister, show'd
Bashful sincerity and comely love.
HERO
And seem'd I ever otherwise to you?
CLAUDIO
Out on thee! Seeming! I will write against it:
You seem to me as Dian in her orb,
As chaste as is the bud ere it be blown;
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But you are more intemperate in your blood
Than Venus, or those pamper'd animals
That rage in savage sensuality.
HERO
Is my lord well, that he doth speak so wide?
Silence and Disbelief
LEONATO
Sweet prince, why speak not you?
DON PEDRO
What should I speak?
I stand dishonour'd, that have gone about
To link my dear friend to a common stale.
LEONATO
Are these things spoken, or do I but dream?
DON JOHN
Sir, they are spoken, and these things are true.
BENEDICK
This looks not like a nuptial.
HERO
True! 0 God!
CLAUDIO
Leonato, stand I here?
Is this the prince? is this the prince's brother?
Is this face Hero's? are our eyes our own?

LEONATO
All this is so: but what of this, my lord?
Recounting Last Night
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CLAUDIO
Let me but move one question to your daughter;
And, by that fatherly and kindly power
That you have in her, bid her answer truly.
LEONATO
I charge thee do so, as thou art my child.
HERO
0, God defend me! how am I beset!
What kind of catechising call you this?
CLAUDIO
To make you answer truly to your name.
HERO
Is it not Hero? Who can blot that name
With any just reproach?
CLAUDIO
Marry, that can Hero;
Hero itself can blot out Hero's virtue.
What man was he talk'd with you yestemight
Out at your window betwixt twelve and one?
Now, if you are a maid, answer to this.
HERO
I talk'd with no man at that hour, my lord.
DON PEDRO
Why, then are you no maiden. Leonato,
I am sorry you must hear: upon mine honour,
Myself, my brother and this grieved count
Did see her, hear her, at that hour last night
Talk with a ruffian at her chamber-window
Who hath indeed, most like a liberal villain,
Confess'd the vile encounters they have had
A thousand times in secret.
DON JOHN
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Fie, fie! they are not to be named, my lord,
Not to be spoke of;
There is not chastity enough in language
Without offence to utter them. Thus, pretty lady,
I am sorry for thy much misgovernment.
CLAUDIO
0 Hero, what a Hero hadst thou been,
If half thy outward graces had been placed
About thy thoughts and counsels of thy heart!
But fare thee well, most foul, most fair! farewell,
Thou pure impiety and impious purity!
For thee I'll lock up all the gates oflove,
And on my eyelids shall conjecture hang,
To tum all beauty into thoughts of harm,
And never shall it more be gracious.
LEONATO
Hath no man's dagger here a point for me?
Leave Her to Die
HERO swoons

BEATRICE
Why, how now, cousin! wherefore sink you down?
DON JOHN
Come, let us go. These things, come thus to light,
Smother her spirits up.
Exeunt DON PEDRO, DON JOHN, and CLAUDIO

Leonato Shames His Only Daughter
BENEDICK
How doth the lady?
BEATRICE
Dead, I think. Help, uncle!
Hero! why, Hero! Uncle! Signior Benedick! Friar!
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LEONATO
0 Fate! take not away thy heavy hand.
Death is the fairest cover for her shame
That may be wish'd for.
BEATRICE
How now, cousin Hero!
FRIAR FRANCIS
Have comfort, lady.
LEONATO
Dost thou look up?
FRIAR FRANCIS
Yea, wherefore should she not?
LEONATO
Wherefore! Why, doth not every earthly thing
Cry shame upon her? Could she here deny
The story that is printed in her blood?
Do not live, Hero; do not ope thine eyes:
For, did I think thou wouldst not quickly die,
Thought I thy spirits were stronger than thy shames,
Myself would, on the rearward of reproaches,
Strike at thy life. She, 0, she is fallen
Into a pit of ink, that the wide sea
Hath drops too few to wash her clean again
And salt too little which may season give
To her foul-tainted flesh!
BENEDICK
Sir, sir, be patient.
For my part, I am so attired in wonder,
I know not what to say.
BEATRICE
0, on my soul, my cousin is belied!
BENEDICK
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Lady, were you her bedfellow last night?
BEATRICE
No, truly not; although, until last night,
I have this twelvemonth been her bedfellow.
LEONATO
Confirm'd, confirm'd!

0, that is stronger made

Which was before barr' d up with ribs of iron!
Would the two princes lie, and Claudio lie,
Who loved her so, that, speaking of her foulness,
Wash'd it with tears? Hence from her! let her die.
FRIAR FRANCIS
Hear me a little;
For I have only been silent so long
And in her eye there hath appear'd a fire,
To bum the errors that these princes hold
Against her maiden truth. Call me a fool;
If this sweet lady lie not guiltless here
Under some biting error.
LEONATO
Friar, it cannot be.
Thou seest that all the grace that she hath left
Is that she will not add to her damnation
A sin of perjury; she not denies it:

FRIAR FRANCIS
Lady, what man is he you are accused of?
HERO
They know that do accuse me; I know none:
If I know more of any man alive
Than that which maiden modesty doth warrant,
Let all my sins lack mercy! 0 my father,
Prove you that any man with me conversed
At hours unmeet, or that I yestemight
Maintain'd the change of words with any creature,
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Refuse me, hate me, torture me to death!
Listen to the Friar's Counsel
FRIAR FRANCIS
There is some strange misprision in the princes.
BENEDICK
Two of them have the very bent of honour;
And if their wisdoms be misled in this,
The practise of it lives in John the bastard,
Whose spirits toil in frame of villanies.
LEONATO
I know not. If they speak but truth of her,
These hands shall tear her; if they wrong her honour,
The proudest of them shall well hear of it.
Time hath not yet so dried this blood of mine,
Nor age so eat up my invention,
Nor fortune made such havoc ofmy means,
Nor my bad life reft me so much of friends,
But they shall find, awaked in such a kind,
Both strength of limb and policy of mind,
Ability in means and choice of friends,
To quit me of them throughly.
FRIAR FRANCIS
Pause awhile,
And let my counsel sway you in this case.
Your daughter here the princes left for dead:
Let her awhile be secretly kept in,
And publish it that she is dead indeed;
Maintain a mourning ostentation
And on your family's old monument
Hang mournful epitaphs and do all rites
That appertain unto a burial.
LEONATO
What shall become of this? what will this do?
FRIAR FRANCIS
Marry, this well carried shall on her behalf
Change slander to remorse; that is some good.
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She dying, as it must so be maintain'd,
Upon the instant that she was accused,
Shall be lamented, pitied and excused
Of every hearer: So will it fare with Claudio:
When he shall hear she died upon his words,
Then shall he mourn,
If ever love had interest in his liver,
And wish he had not so accused her.
Let this be so, and doubt not but success
Will fashion the event in better shape
Than I can lay it down in likelihood.
BENEDICK
Signior Leonato, let the friar advise you:
And though you know my inwardness and love
Is very much unto the prince and Claudio,
Yet, by mine honour, I will deal in this
As secretly and justly as your soul
Should with your body.
LEONATO
Being that I flow in grief,
The smallest twine may lead me.
FRIAR FRANCIS
'Tis well consented: presently away;
For to strange sores strangely they strain the cure.
Come, lady, die to live: this wedding-day
Perhaps is but prolong'd: have patience and endure.
Exeunt all but BENEDICK and BEATRICE

Beatrice Cries
BENEDICK
Lady Beatrice, have you wept all this while?
BEATRICE
Yea, and I will weep a while longer.
BENEDICK
I will not desire that.
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BEATRICE
You have no reason; I do it freely.
Beatrice Seeks Revenge
BENEDICK
Surely I do believe your fair cousin is wronged.
BEATRICE
Ah, how much might the man deserve of me that would right her!
BENEDICK
Is there any way to show such friendship?
BEATRICE
A very even way, but no such friend.
BENEDICK
May a man do it?
BEATRICE
It is a man's office, but not yours.
Benedick Confesses and Seeks Confession
BENEDICK
I do love nothing in the world so well as you: is
not that strange?
BEATRICE
As strange as the thing I know not. It were as
possible for me to say I loved nothing so well as
you: but believe me not; and yet I lie not; I
confess nothing, nor I deny nothing. I am sorry for my cousin.
BENEDICK
By my sword, Beatrice, thou lovest me.
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BEATRICE
Do not swear, and eat it.
BENEDICK
I will swear by it that you love me; and I will make
him eat it that says I love not you.
BEATRICE
Will you not eat your word?

BENEDICK
With no sauce that can be devised to it. I protest
I love thee.
BEATRICE
Why, then, God forgive me!
BENEDICK
What offence, sweet Beatrice?
BEATRICE
You have stayed me in a happy hour: I was about to
protest I loved you.
BENEDICK
And do it with all thy heart.
BEATRICE
I love you with so much of my heart that none is
left to protest.
BENEDICK
Come, bid me do any thing for thee.
Beatrice's Deal
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BEATRICE
Kill Claudio.
BENEDICK
Ha! not for the wide world.
BEATRICE
You kill me to deny it. Farewell.
BENEDICK
Tarry, sweet Beatrice.
BEATRICE
I am gone, though I am here: there is no love in
you: nay, I pray you, let me go.
BENEDICK
Beatrice,-BEATRICE
In faith, I will go.
BENEDICK
We'll be friends first.
BEATRICE
You dare easier be friends with me than fight with mine enemy.
BENEDICK
Is Claudio thine enemy?
BEATRICE
Is he not approved in the height a villain, that
hath slandered, scorned, dishonoured my kinswoman?
Be A Man, Benedick!

Morford 46
0

that I were a man! What, bear her in hand until they
come to take hands; and then, with public
accusation, uncovered slander, unmitigated rancour,
--0 God, that I were a man! I would eat his heart
in the market-place.
BENEDICK
Hear me, Beatrice,-BEATRICE
Talk with a man out at a window! A proper saying!
BENEDICK
Nay, but, Beatrice,-BEATRICE
Sweet Hero! She is wronged, she is slandered, she is undone.
BENEDICK
Beat-BEATRICE
Princes and counties! Surely, a princely testimony,
a goodly count, Count Comfect; a sweet gallant,
surely! 0 that I were a man for his sake! or that I
had any friend would be a man for my sake! But
manhood is melted into courtesies, valour into
compliment, and men are only turned into tongue, and
trim ones too: he is now as valiant as Hercules
that only tells a lie and swears it. I cannot be a
man with wishing, therefore I will die a woman with grieving.
BENEDICK
Tarry, good Beatrice. By this hand, I love thee.
BEATRICE
Use it for my love some other way than swearing by it.
BENEDICK
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Think you in your soul the Count Claudio hath wronged Hero?
BEATRICE
Yea, as sure as I have a thought or a soul.
BENEDICK
Enough, I am engaged; I will challenge him. I will
kiss your hand, and so I leave you. By this hand,
Claudio shall render me a dear account. As you
hear of me, so think of me. Go, comfort your
cousin: I must say she is dead: and so, farewell.
Exeunt

The Watch Gets Down to Business
SCENE II. A prison.
Enter DOGBERRY, VERGES, and SEXI'ON, in gowns; and the WATCH,
with CONRADE and BORA CHIO

DOGBERRY
Is our whole dissembly appeared?
VERGES
0, a stool and a cushion for the sexton.
SEXTON
Which be the malefactors?
DOGBERRY
Marry, that am I and my partner.
VERGES
Nay, that's certain; we have the exhibition to examine.
SEXTON
But which are the offenders that are to be
examined? let them come before master constable.
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DOGBERRY
Yea, marry, let them come before me.
Borachio and Conrade Are "None"
What is your
name, friend?
BORACHIO
Borachio.
DOGBERRY
Pray, write down, Borachio. Yours, sirrah?
CONRADE
I am a gentleman, sir, and my name is Conrade.
DOGBERRY
Write down, master gentleman Conrade. Masters, do
you serve God?
CONRADE BORACHIO
Yea, sir, we hope.
DOGBERRY
Write down, that they hope they serve God: and
write God first; for God defend but God should go
before such villains! Masters, it is proved already
that you are little better than false knaves; and it
will go near to be thought so shortly. How answer
you for yourselves?
CONRADE
Marry, sir, we say we are none.
DOGBERRY
A marvellous witty fellow, I assure you: but I
will go about with him. Come you hither, sirrah; a
word in your ear: sir, I say to you, it is thought
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you are false knaves.
BORACHIO
Sir, I say to you we are none.
DOGBERRY
Well, stand aside. 'Fore God, they are both in a
tale. Have you writ down, that they are none?
Captured by Idiots
SEXTON
Master constable, you go not the way to examine:
you must call forth the watch that are their accusers.
DOGBERRY
Yea, marry, that's the eftest way. Let the watch
come forth. Masters, I charge you, in the prince's
name, accuse these men.
FIRST WATCHMAN
This man said, sir, that Don John, the prince's
brother, was a villain.
DOGBERRY
Write down Prince John a villain. Why, this is flat
perjury, to call a prince's brother villain.
BORACHIO
Master constable,-DOGBERRY
Pray thee, fellow, peace: I do not like thy look,
I promise thee.
SEXTON
What heard you him say else?
SECOND WATCHMAN
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Marry, that he had received a thousand ducats of
Don John for accusing the Lady Hero wrongfully.
DOGBERRY
Flat burglary as ever was committed.
VERGES
Yea, by mass, that it is.
SEXTON
What else, fellow?
FIRST WATCHMAN
And that Count Claudio did mean, upon his words, to
disgrace Hero before the whole assembly. and not marry her.
DOGBERRY
0 villain! thou wilt be condemned into everlasting
redemption for this.

SEXTON
What else?
WATCHMAN
This is all.
SEXTON
And this is more, masters, than you can deny.
Prince John is this morning secretly stolen away;
Hero was in this manner accused, in this very manner
refused, and upon the grief of this suddenly died.
Master constable, let these men be bound, and
brought to Leonato's: I will go before and show
him their examination.
Exit

Dogberry's An Ass
DOGBERRY
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Come, let them be opinioned.
VERGES
Let them be in the hands-CONRADE
Off, coxcomb!
DOGBERRY
God's my life, where's the sexton? let him write
down the prince's officer coxcomb. Come, bind them.
Thou naughty varlet!
CONRADE
Away! you are an ass, you are an ass.
DOGBERRY
Dost thou not suspect my place? dost thou not
suspect my years? 0 that he were here to write me
down an ass! But, masters, remember that I am an
ass; though it be not written down, yet forget not
that I am an ass. No, thou villain, thou art full of
piety, as shall be proved upon thee by good witness.
I am a wise fellow, and, which is more, an officer,
and, which is more, a householder, and, which is
more, as pretty a piece of flesh as any is in
Messina, and one that knows the law, go to; and a
rich fellow enough, go to; and a fellow that hath
had losses, and one that hath two gowns and every
thing handsome about him. Bring him away. 0 that
I had been writ down an ass!
Exeunt
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Character Analysis
Claudio
I am attracted to a beautiful and delicate creature and will gently woo her for my
wife.
I must publicly shame my unfaithful bride.
I bury my youthful hopes and accept my "blessed" punishment.
•

The messenger calls him "right, noble" (I, i.73-74).

•

He is love-stricken. He declares to Benedick and Don Pedro, "That I love her,
I feel" (I.i.203).

•

Before the war, he felt attraction and desire for Hero, but upon returning and
seeing her again, he is in love and will treat her tenderly. He says:
war-thoughts
Have left their places vacant, in their rooms
Come thronging soft and delicate desires,
All prompting how fair young hero is,
Saying, I liked her ere I went to wars. (l.i.269-273)

•

He is highly impressionable and dismisses the woman he loves quite easily.
He exhibits a fickleness and lack of assertion for someone whom he wishes to
marry. After the masquerade ball, Don John tells Claudio, "my brother is
amourous on Hero," (II.i.13 9) and he immediately declares
'tis certain so; the prince woos for himself,
Friendship is constant in all other things
Save in the office and affairs of love:

[....... . ...................... ]
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Which I mistrusted not.Farewell, therefore, Hero! (II.i.156-164)
When Benedick later comes in teasing, "the prince hath got your Hero," he
responds, "I wish him joy of her" (II.i.174).
•

He is so easily manipulated by Don John, saying, "If I see anything to-night
why I should not marry her to-morrow in the congregation, where I should
wed, there will I shame her" (III.ii. I 08-110). He trusts his fellow soldier far
more than his wife to be. His ruthless temper and immediacy of response
show little regard to his original feelings of "delicate desire" (I.i.271 ).

•

In his most cruel act, he says, "There, Leonato, take her back again:/Give not
this rotten orange to your friend;/ She's but the sign and semblance of her
honour" (IV.i.29-31). His accusations rage; "She knows the heat of a
luxurious bed;/ Her blush is guiltiness, not modesty" (IV.i.38-39) When
Leonato asks what he means, he says, "Not to be married,/ Not to knit my
soul to an approved wanton" (IV.i.41-2).

•

Claudio has wooed her honorably, showing respect to her gentleness, but the
"evidence" of her falsehood so easily turns him into a heartless aggressor. At
the wedding he testifies before Leonato, "I never tempted her with word too
large;/ But, as a brother to his sister, show'd/Bashful sincerity and comely
love" (IV .i.50-52).

•

Claudio speaks his antithetical perceptions of her as he calls her both "foul"
and "fair," "pure impiety" and "impious purity" (IV.i.101-2).

•

Claudio shows youthful ignorance and self-righteous arrogance when he tells
Benedick, "We had like to have had our two noses snapped off with two old
men without teeth" (V .i.115). Having been challenged by both Leonato and

'
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Antonio, his hosts and elders, he remains untouched by their grief and mocks
their age to Benedick, assured that Benedick will side with him. This
casualness is mirrored by the shift to prose, for while the argument with
Leonato and Antonio occurred, all were speaking in verse.
•

Benedick chides Claudio as "boy" (V .i.178) and "Lackbeard" (V .i.184) when
he discovers no sorrow in him. Claudio acts with silly "jests" (V.i.180) and in
"gossip-like humour," (V.i.179) when he should conversely be mourning the
fact that he "killed a sweet and innocent lady" (V.i.184).

•

Swallowing the totality of his youthful foolishness, he describes having
"drunk poison" (V.i. 234) while Borachio confesses his villany.

•

Claudio reawakens to his initial perception of Hero, proclaiming, "Sweet
Hero! Now thy image doth appear/In the rare semblance that I loved it first"
(V.i.238-9).

•

In his embarrassment and shame, he says to Leonato, "I do embrace your
offer; and dispose/For henceforth of poor Claudio" (V.i.281-2). He will first
mourn Hero's death at the family's monument, and then he will marry Hero's
cousin, giving away all of his former self, the one whom he feels has been so
unfairly used. This surrender shows the tenderness of Claudio's young nature,
but it also reveals a degree of self-pity rather than sorrow for his actions
against Hero.

•

Guilty of a most horrible sin, he assures the crowd, assembled to mourn,
"Yearly will I do this rite," (V .iii.23) so that his penance may match the "life
that died with shame" and bring her to live "in death with glorious fame"
(V .iii. 7-8).
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•

His language of "seize" is on the one hand arrestingly violent (or as the OED
says, at least suggestive of ownership) when he asks, "Which is the lady I
must seize upon?" (V.iv.53). He claims ownership of her as he tells Antonio,
"Why, then she in mine" (V.iv.55) But, with her, he uses the word "Sweet"
(V.iv.55) in addressing her, and in humility, he offers his hand, "I am your
husband, if you like of me" (V.iv.59). This offering seeks a more reciprocal
union of equals.

•

Gasping at the "rebirth" of Hero, his only words to his love are, "Another
Hero!" (V.iv.61). Shakespeare gives him no other lines at the end, other than
to tease Benedick. Given the gift of forgiveness, he is returned to a gentle
love of his pure and innocent wife. With his ego deflated, he is brought back
to the tenderness of a man.

Benedick
I was born to live and die a bachelor.
I'm allowed to change my mind; men do it all the time.
•

The messenger reports to Beatrice that Benedick was "as pleasant as he ever
was," (I.i.32-33) having" done good service, lady, in these wars" (I.i.43-43).
He is "stuffed with all honourable virtues" (I.i.49-50).

•

Beatrice says he will hang upon Claudio "like a disease" (I.i.75) and will
make him "presently mad" (I.i.77) and it will cost him "a thousand pound"
(Li. 78-9) to be cured.

•

To Beatrice, he says, "it is certain I am loved of all ladies, only you excepted"
(I.i.110-11 ).

•

He has a hard heart toward women and says, "I love none" (I.i.113 ). "I will
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live a bachelor" (I.i.219).
•

Beatrice says that if he were to woo a woman he would be a "pernicious
suitor," (I.i.115) and "scratching could not make it worse, an'twere such a
face as yours were" (I.i.122-3). Furthermore, Beatrice borrows Benedick's
accusation of her being a "parrot teacher" and declares him a "beast," whereas
she is a "bird" (I.i.124-126).

•

Admittedly, he finds Beatrice attractive when he says that if she were not
"possessed with a fury" she would exceed Hero "as much in beauty as the first
of May doth the last of December" (I.i.169-71).

•

Benedick revels in his bachelorhood, saying to Claudio, "Shall I never see a
bachelor of three-score again?" (I.i.176-7). Don Pedro replies, "Thou wast
ever an obstinate heretic in the despite of beauty," (I.i208-9) meaning he is
steadfast in his ability to deny any feelings attached with the beauty and love.

•

During the masquerade ball, Beatrice describes Benedick as "the prince's
jester, a very dull fool; only his gift is in devising impossible slanders: none
but libertines delight in him; and the commendation is not in his wit, but in his
villainy; for he both pleases men and angers them, and then they laugh at him
and beat him" (122-7).

•

He accepts that at times he plays the fool, but he says, "I go under that title
because I am merry" (II.i.184-5). But then, he denies it saying, "I am not so
reputed: it is the base, though bitter, disposition of Beatrice that puts the
world into her person and so gives me out" (II.i.186-8).

•

Still reeling from Beatrice's accusation that he is a fool, he describes her as
someone who could "infect to the north star," and he declares, "I would not
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marry her, though she were endowed with all that Adam bad left him before
he transgressed" (II.i.225-7).
•

When forced to face her after the masquerade ball, he begs to be sent far, far
away, to "fetch [Leonato] a tooth-picker from the furthest inch of Asia"
(II.i.239-40) rather than hold "three words' conference with this harpy"
(II.i.243). As he exits, he says he cannot "endure [his] Lady Tongue: (II.i.2456).

•

Don Pedro, after vowing to get Beatrice and Benedick to fall in love says,
"Thus far can I praise him; he is of a noble strain, of approved valour and
confirmed honesty" (II.i.336-7).

•

Still maintaining his bachelor status, he argues, "but till all graces be in one
woman, one woman shall not come in my grac;;e" (II.iii.26-7).

•

Convincing himself it is acceptable to love Beatrice, he says, "Doth not the
appetite alter?" (II.iii.217-18).

•

Benedick's reason for altering his position against marriage resounds with the
sentiment, "the world must be peopled. When I said I would die a bachelor, I
did not think I should live till I were married" (Il.iii.222-3).

•

In the eavesdropping scenes, the men flatter Benedick by calling him a
"proper man," with a "good outward appearance," one who is "very wise"
with "some sparks that are like wit" and he is "valiant" (Il.iii.169-172).
Ursula agues that "Signior Benedick, / For shape, for bearing, argument and
valour,/ Goes formost in report through Italy" (IIl.i.95-7) to which Hero adds
"he hath an excellent good name" (III.i.78). Don Pedro declares that
Benedick, "from the crown of his head to the sole of his foot. .. is all mirth"
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and "what his heart thinks his tongue speaks" (III.ii.8-9). So, when Beatrice
returns again, this "mirth" becomes his new state of being.
•

The men (Claudio, Don Pedro, and Leonato) describe Beatrice as "an
excellent sweet lady," one who is "virtuous," and "exceeding wise," except, of
course, "in everything but in loving Benedick" (II.iii.150-153). This teasing
and revelation, that they are so similar, baits Benedick with his own values.

•

Benedick inventories Beatrice's character. He says, "the lady is fair; 'tis a
truth, I can bear them witness; and virtuous; 'tis so, I cannot reprove it; and
wise, but for loving me" (II.iii.211-13 ).

•

Margaret cannot believe such a change has overcome Beatrice and Benedick.
She says to Beatrice, "Yet Benedick was such another, and now is he become
a man; he swore he would never marry, and yet now, in despite of his heart,
he eats his meat without grudging; and how you may be converted I know not,
but methinks you look with your eyes as other women do" (III.iv.77-82).

•

Benedick knows the prince and Claudio would never have brought such
travesty to Hero; so, he must conclude "the practice of it lives in John the
bastard, / Whose spirits toil in frame of villanies" (IV .i.186-7). This intuitive
sense allows Benedick to see Beatrice overcome with grief in the chapel and
decide to declare his love. He swears, "By this hand, I love thee" (IV .i.31920)/ So desiring Beatrice's love, he agrees to take up the challenge to kill
Claudio, saying, "Enough, I am engaged. I will challenge him" (IV.i.326). In
the book More Talking on Shakespeeare, Garrett concurs: "The scene between
Beatrice and Benedick has a new seriousness; that their shared, intuitive belief
in Hero's innocence has deepened their relations with each other, and our
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attitude toward them" (Garrett 135).
•

In the wooing scene, Benedick says to Beatrice, "Thou hast frighted the word
out of his right sense, /so forcible is thy wit," (V.ii.49-50) recognizing her wit
has overcome his words and he wishes to speak more candidly with her. But
she will not easily concede, for she answers his question, "For which of my
bad parts dist thou first fall in love with me?" by saying, "For all of them
together; which maintained so politic a state of evil that they will not admit
any good part to intermingle with them." Benedick recognizes the two of
them "are too wise to woo peaceably" (V.ii.53-64).

•

Maintaining his wit, he entreats the Friar, "bind me, or undo me; one of them"
(V.iv.20). This reveals his continued hesitancy to join the institution of
marriage.

•

Neither Beatrice nor Benedick wants to be the first to confess love. Both have
written sonnets (conveniently revealed by Hero and Claudio at the wedding
ceremony) but neither has given one away. Both agree to love--Benedick out
of "pity" and Beatrice, "partly to save [his] life" (V.iv.92-95). To seal the
vow, before they can argue themselves out of it, Benedick kisses Beatrice for
the first time.

•

Ultimately, "Man is a giddy thing, and this is my conclusion," (106-7) says
Benedick.

Leonato
I am an honorable man and generous host.
I am relieved that all has worked out so well.
•

As Don Pedro speaks, "the fashion of the world is to avoid cost, and you
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encounter it," (I.i.86-7) Leonato's generosity is revealed. He hosts the
returned soldiers for one month at his home.
•

Leonato trusts the testimony of Don Pedro, Don John, and Claudio above that
of his own daughter, revealing just how little regard is given to a woman and
her words. Cruelly, he wishes his own daughter to die for shaming him. He
says, "Death is the fairest cover for her shame /That may be wish'd for"
(IV .i.116-7). He furthers this by saying that if she were to rise from this state
of unconsciousness, he would "strike at [her] life" (IV.i.125). Being so
grieved he believes nothing could remove Hero's sin. He mourns:
"O, she is fallen
Into a pit of ink, that the wide sea
Hath drops to few to wash her clean again
And salt too little which may season give
To her foul-tainted flesh!" (IV.i.137-41)

•

After hearing that Beatrice was not in the room with Hero, Leonato asks
rhetorically, "Would the two princes lie, and Claudio lie?" (IV.i.150-1)
knowing that, toward them, he would never cast one suspicious glance.
Believing his daughter to be guilty of a lie, he commands Beatrice to "let her
die" (IV .i.152).

•

Leonato, furious at the entire ordeal, and persuaded partially by Benedick's
assertion that Don John is at fault, lets all assembled know that "time hath not
yet so dried [his] blood" (IV.i.191).

•

Leonato, so confused by all of the testimonies agrees to follow the Friar's
plan, saying, "Being that I flow in grief, / The smallest twine may lead me"
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(IV.i.248). Leonato is wise and full of emotion as he recognizes a human
shortcoming in Antonio's warning, "If you go on thus, you will kill yourself: /
And 'tis not wisdom thus to second grief/Against yourself' (V.i.1-3). He
refuses Antonio's advice, lecturing him:
'tis all men's office to speak patience
To those that wring under the load of sorrow,
But no man's virtue nor sufficiency
To be so moral when he shall endure
The like himself." (V.i.27-31)
No man can fully understand another's grief until he suffers it himself; therefore,
to give counsel is to act vainly. Leonato begs Antonio to give no further advice
"For there was never yet philosopher /That could endure the toothache patiently"
(V.i.36).
•

Having had time to think about the unfortunate wedding day events, Leonato,
in counsel with Antonio, confesses, "My soul doth tell me Hero is belied"
(V.i.42).

•

Justified by his soul and fueled by anger, he attacks Claudio first with words
and then with the challenge of a duel. He says, "I am forced to lay my
reverence by / And, with grey hairs and bruise of many days,/ Do challenge
thee to trial of a man," for my daughter "lies buried ... where never scandal
slept. .. framed by thy villany!" (V.i.64-71).

•

Wise and clever, his words speak biting truth. As he questions Borachio
whether he alone killed Claudio, he knows that it is not true, setting up the
Prince and Claudio for shame. He says:
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Here stand a pair of honourable men
A third is fled, that had a hand in it.
I thank you, princes, for my daughter's death;
Record it with your high and worthy deeds:
Twas bravely done." (V.i.253)
This use of verbal irony strips Claudio of any honor he had previously possessed,
undermining his status, leaving him at Leonato's mercy.
Don John
I am nothing but a very villain to the core.
•

Angry at Claudio for taking his position, he says, "That young start-up hath all
the glory of my overthrow; Ifl can cross him any way, I bless myself every
way" (I.ii.58-60).

•

This character is an echo of Iago, a professed villain, one who has been passed
over for a promotion and acts in vengeance for his sport and for profit. Being
wealthy, however, this villain does not need profit. He instead pays others
handsomely for their efforts.

•

Leonato is grateful that Don John has been reconciled to the prince, his
brother, Don Pedro. For this, Leonato says to Don John, "I owe you all duty"
(I.i.13 7-8).

•

He is a self-professed melancholy man. He says, "There is no measure in the
occasion that breeds; therefore the sadness is without limit" (I.ii.3-4). He
further asserts, "I cannot hide what I am: I must be sad when I have cause and
smile at no man's jests" (I.ii.11-13).

•

Though he is now in the grace of his brother, Don Pedro, he refuses to be
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content. He proclaims, "I had rather be a canker in a hedge than a rose in his
grace, and it better fits my blood to be disdained of all than to fashion a
carriage to rob love from any: in this, though I cannot be said to be a flattering
honest man, it must not be denied but I am a plain-dealing villain" (I.ii.24-8).
Hero affirms, "He is of very melancholy disposition" (II.i.5).
•

Upon hearing of the upcoming marriage, Don John says, "Any bar, any cross,
any impediment will be medicinable to me: I am sick in displeasure to him,
and whatsoever comes athwart his affection ranges evenly with mine" (II.ii.57). His only motivation is pure spite, for he says, "Only to despite them, I will
endeavour anything" (II.ii.27).

•

Borachio, hatching a plan, says of Don John, "The poison of that lies in you to
temper" (II.ii.18). Prepared to speak the worst of Hero to make his plan work,
Don John says to Claudio, "I could say she were worse: think you of a worse
title, and I will fit her to it" (III.ii.96-7). Don John draws Claudio and Don
Pedro into his plan saying, "if you will follow me, I will show you enough;
and when you have seen more and heard more, proceed accordingly"
(III.ii. l 05-7). He relies on the evidence, assuring them, "I will disparage her
no farther till you are my witnesses: bear it coldly but till midnight, and let
the issue show itself' (III.ii.114-15).

•

Having no shame, he affirms his lie, even in a public ceremony, testifying,
"these things are true" (IV .i.65). In pure evil, after Hero swoons, he
commands the others to "smother her spirits up" (IV .i.110).

Friar Frances
l

Standing upon Hero's innocence, I will save the day.
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•

Friar Frances does not believe that Hero is guilty. In his "age, reverence,
calling, [and] divinity," he asks Leonato to trust him not "if this sweet lady lie
not guiltless here/Under some biting error" (IV .i.165-168).

•

A believer in truth arising out of the circumstance, he counsels Leonato to let
his plan "change slander to remorse," causing Claudio, "if ever love had
interest in his liver" to "wish he had never accused her" (209-230).

Don Pedro
I willingly offer my services to others.
•

Leonato says of Don Pedro, "Never came trouble to my house in the likeness
of your grace" for "when you depart from me, sorrow abides and happiness
takes his leave" (5). This reveals a close bond of kinship.

•

He vows to see Benedick in love, saying, "I shall see thee, ere I die, look pale
with love" (12).

•

His closeness to Leonato guarantees he can assist Claudio in attaining Hero as
his wife. He tells Claudio," I will break with her and with her father,/ And
thou shalt have her" (l.ii.277-8). He will disguise himself as Claudio, woo as
Claudio, and he will discuss this with Leonato. He assures Claudio, "She
shall be thine" (I.ii.295).

•

Answering to Benedick's accusation that he might have stolen Hero from
Claudio, Don Pedro says, "I will but teach them to sing, and restore them to
the owner" (208-9).

•

Like Claudio, Don John far too easily manipulates him. Don Pedro
immediately agrees that, evidence provided, he will "Join with [Claudio] to
disgrace [Hero]" (III.ii.111-12).
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The Women
Pitt argues:
While men dominate Shakespeare's tragedies, women have the most
prominent place in his comedies. All of the women characters in the
comedies comply with the conventions of women's place in
Elizabethan society as agents of happiness and order. Since comedies
address social issues and resolve them happily, their purpose coincides
with conventional roles for Elizabethan women. (46)
Beatrice
Arguing with a man is the safest way to keep him at bay.
If I can't be a man, I'll join myself to a witty one.

Zeigler, in Shakespeare's Unruly Women, (sic) records:
'Beatrice is one of the most charming creations of Shakespeare's wit,'
writes M. Leigh Noel. 'She is a woman of great activity [and] high
animal spirits.' ... Anna Jameson, while noting 'a touch of insolence'
in her wit, says that Beatrice's 'biting jests' amuse us the more
because she 'who thought a man of god's making not good enough for
her,' stoops 'like the rest of her sex, taming her wild heart to the loving
hand of him whom she had scorned.' (61)
Zeigler writes that Ellen Terry, as she played Beatrice "never felt that she got the
part quite right." He says, "Terry felt that she played Beatrice much better before she
joined forces with Henry Irving at the Lyceum Theatre in London. 'He gave me little
help. Beatrice must be swift, swift, swift! Owing to Henry's rather finicking, deliberate
method as Benedick, I could never put the right pace into my part'" (Zeigler 61).
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Zeigler also records that Helena Martin, in a letter to John Ruskin in 1885,
says:
Beatrice's 'character is not to me so engaging,' as that of Rosalind.
Beatrice 'has not learned tenderness or toleration.' 'She has a
quick eye to see what is weak or ludicrous in man or woman. The
impulse to speak out the smart and poignant things that rise readily
and swiftly to her lips, is irresistible. She does not mean to inflict
pain... She simply rejoices in the keen sword-play of her wit, as
she would in any other exercise of her intellect or sport of her
fancy.' (Zeigler 63)
What Martin objected to in 1885 is perhaps what makes her authentic to modem
audiences. She is an independent woman. It is perhaps this aspect that allows a
modern critic to conclude "The character of Beatrice, indeed, has such force and
charm that interest in her eventually takes over the play, despite the fact that her fate
is not an important aspect of the original plot" (Pitt 46).
•

Benedick calls her "my dear Lady Disdain" (I.i. l 05). After all, she has
"promised to eat all of his killing" (I.i.39).

•

She argues with Benedick, "Courtesy itself must convert to disdain, if you
come in her presence" (Li. I 08-9). She thanks God for her "cold blood" and
that she, like Benedick, is in no humour to fall in love with any man. She
says, "I'd rather hear my dog bark at a crow than a man swear he loves me"
(I.i.116-118). Benedick grants that she has a tongue faster than his horse and
bows out of the debate, leaving Beatrice longing for more squabbling.

•

When Leonato warns her that she is too "shrewd of tongue" to get a husband,
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she responds by saying, "for the which blessing I am at [God] upon my knees
every morning and evening," (II.i.17-26) for she has no intention to marry.
She insists that she will not take a husband, "until God make men of some
other metal than earth" (II.i.51-2).
•

Benedick says of Beatrice, "she speaks poniards, and every word stabs," so
that "a man may live as quiet in hell as in a sanctuary" (II.i.222-232).

•

Conspiring, Don Pedro says of Beatrice that she is "a pleasant-spirited lady"
(II.i.306) and Leonato reports, "there's little of melancholy element in her"
(II.i.307). Leonato says he has heard Hero says that Beatrice "hath often
dreamed of unhappiness and waked herself with laughing" (II.i.309-11).
Leonato reminds all assembled that Beatrice "mocks all her wooers out of
suit," but if she "were but a week married," she and Benedick would "talk
themselves mad" (II.i.311-15).

•

Hero, baiting Beatrice, says she is "too disdainful," her spirits are as coy and
wild /As haggerds of the rock" (III.i.34-6). Hero claims:
Nature never framed a woman's heart
Of prouder stuff than that of Beatrice;
Disdain and scorn ride sparkling in her eyes,
Misprising what they look on, and her wit
Values itself so highly that to her
All matter else seems weak: she cannot love,
Nor take no shape nor project of affection. (III.i.49-55)
If Hero were to outright tell Beatrice of Bendick's love, she says that Beatrice

would "press [her] to death with wit" (III.i.76).
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•

Ursula, party to baiting Beatrice, confirms that "it were not good/She knew his
love, lest she make sport at it" (III.i.58-9) to which Hero agrees that no matter
"how rarely featured ... she would spell him backward... "never [giving]
truth and virtue that/Which simpleness and merit purchaseth" (III.i.60-70).

•

Beatrice, trapped or "limed" by Hero and Ursula, proclaims:
"Benedick, love on; I will requite thee,
Taming my wild heart to thy loving hand;
If thou dost love, my kindness shall incite thee

To bind our loves up in a holy band;
For others say thou dost deserve, and I
Believe it better than reportingly. (III.i.111-16)
•

Margaret cannot believe that such a change has overcome Beatrice and
Benedick. She says, "Yet Benedick was such another, and now is he become
a man; he swore he would never marry, and yet now, in despite of his heart,
he eats his meat without grudging; and how you may be converted I know
not, but methinks you look with your eyes as other women do" (III.iv.77-82).

•

Beatrice's fierce independence and belief in Hero's innocence causes her to
plead with Benedick to "Kill Claudio" (IV.i.285). For she says, "Ah, how
much might the man deserve of me that would right her!" (IV.i.258). She
cries out, "O God, that I were a man! I would eat his heart in the marketplace" (IV.i.301-2). She will accept nothing less from Benedick than a
promise to right Hero's innocence by shedding Claudio's blood. She knows,
however, that "men are turned into tongue" as Benedick has been with her, so
she says she "cannot be a man with wishing, therefore [she] will die a woman
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with grieving" (IV .i.314-18). She is one hundred percent on Hero's side.
When Benedick asks her if, in her soul, she believes that "Claudio hath
wronged Hero," she defends herself, "Yea, as sure as I have a thought or a
soul" (IV.i.322-4).
•

Maintaining her fierce spirit and determination to destroy Claudio, she refuses
to accept Benedick's proof of his love--the exchange of "foul words" with
Claudio. She responds, "Foul words is but foul wind, and foul wind is but
foul breath, and foul breath is noisome; therefore I will depart unkissed"
(125).

•

Neither Beatrice nor Benedick wants to be the first to confess love. Both have
written sonnets (conveniently revealed by Claudio and Hero at the wedding
ceremony) but neither has given one away. Both agree to love--Benedick out
of "pity" and Beatrice, "partly to save [his] life" (V.iv.92-4). To seal it,
before they can argue themselves out of it, Benedick seals their union with a
kiss.

Hero
I am a young, beautiful, and dutiful woman.
I am the one whom I have always been.
•

Frye asserts that in Hero, "this theme of the withdrawal and return of the
heroine comes as close to a death and revival as Elizabethan conventions will
allow" (Frye 171 ).

•

Claudio asks, "Is she not a modest young lady?" (I.i.146). Benedick responds,
"Me thinks she's too low for a high praise, too brown for a fair praise and too
little for a great praise" (I.i.152-4 ). Claudio continues to praise her saying,
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"Can the world buy such a jewel?" (I.i.160) and he says "she is the sweetest
lady that ever I looked on" (I.i.166-7). But, Benedick teases, "Mark how short
his answer is;--With Hero, Leonato's short daughter" (I.i.188-190). Don
Pedro concludes, "the lady is well worthy" (I.i.196-8) of Claudio's love.
•

She has a sensitive spirit, feeling the foreboding early in her wedding day.
She tells Margaret, "My heart is exceedingly heavy" (III.iv.22-3).

•

Hero is much like Desdemona in her sweet and nai've innocence, a young
woman who would never wrong her lord. She asks him, "Is my lord well, that
he doth speak so wide" (Iv.i.60).

•

Hero pleads with her father for mercy, crying out:
my father,
Prove you that any man with me conversed
At hours unmeet, or that I yester night
Maintain'd the change of words with any creature,
Refuse me, hate me, torture me to death. (IV.i.178-82)

Ursula/Antonio (combined to make a larger female role, making her Leonato's sister)
I find my kinship and happiness in other women.
I support my brother, Leonato, as I have always supported this household.
•

She is a soulful friend and advisor to Leonato, and though Leonato rebukes
her and asks her to go away, she stands her ground to offer some kind of
solace and relief to Leonato as he suffers his daughter's misfortune. If
Leonato will not stop blaming himself, Ursula begs that he not hold "all the
harm upon [himself];/ Make those that do offend [him] suffer too" (V.i.3940).
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The Watch
Dogberry
I am in control and will make sure that all citizens are obedient.
I have done my duty quite well and deserve more respect than being called an ass.
•

He is humble and self-controlled. He says, "Well, in your favour, sir, why,
give God thanks, and make no boast of it; and for your writing and reading, let
that appear when here is no need of such vanity" (III.iii.17-19).

•

His buffoonery is proven when, on the one hand, he says, "you shall
comprehend all vagrom men; you are to bid any man stand, in the prince's
name," and yet, when one will not stand, the watch is to "let him go ... and
thank God [they] are rid of the knave" (III.iii.22-28).

•

He constantly uses malapropisms, showing his lack of education and
intelligence. He says, "You shall make no noise in the streets; for, the watch
to babble and to talk is most tolerable and not to be endured" (III.iii31-4). He
says, after the villains are apprehended, "we are now to examination these
men" (111.v.54). As he calls the watchmen together, he calls their assembly a
"dissembly" (lv.ii.i). Finally, upon examining the villains, knowing their
guilt, he condemns them into "everlasting redemption" (lv.ii.51-2). When the
Sexton leaves and the villains become feisty, Conrade calls him an ass. He
defends himself, questioning both he and Borachio, "Dost thou not suspect my
place? Dost thou not suspect my year?" giving the audience a great comic
moment, for everyone, villains and audience alike "suspect" rather than
"respect" him. Though having been called an "ass," he goes on to defend
himself by listing all of the things that he is: wise fellow, an officer, a
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householder, as pretty a piece of flesh as any is in Messina (which should get
a great laugh, when emphasized), one that knows the law, a rich fellow, a
fellow that had losses, but maintained "two gowns and everything handsome
about him" (IV.ii;.68-78).
•

Not concerned with truly guarding, he tells the watch, "I cannot see how
sleeping should offend; only, have a care that your bills be not stolen"
(III.iii.38-9).

•

He bids them go to the alehouses and send drunk men home, but if the drunk
men will not go, he tells the watch to "let them alone till they are sober"
(III.iii.43).

•

Such nonsensical reasoning is continued when in answering whether the
watch should apprehend a thief, he responds, "Truly, by your office, you may;
but I think they that touch pitch will be defiled: the most peaceable way for
you, if you do take a thief, is to let him show himself what he is and steal out
of your company" (III.iii.52-5).

•

Trusting all men to be decent, he says, "I would not hang a dog by my will,
much more a man who hath any honesty in him" (III.iii.58-9).

•

Leonato calls Dogberry and Verges "tedious" (III.v.17).

Verges
My duty is to support Dogberry and to be the best of the watch.
We have all served our master well.
•

Being as big a fool as Dogberry, he agrees that letting a vagrom go is
acceptable because "If he will not stand when he is bidden, he is none of the
prince's subjects" (IIl.iii.29-30).
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•

He continues to show his cow towing to Dogberry when Dogberry stupidly
says that the watch should let thieves go and Verges praises him, saying, "you
have been always called a merciful man, partner" (111.iii.56-7).

•

He is self-described as "an old man and no honester than I" (III.v.13-4).

•

Leonato calls Dogberry and Verges "tedious" (V.i.17).
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Ideas of the Play
Courtship and Marriage
This play shifts from the respectful and traditional marriage of Hero and Claudio
to the warm and dynamic union shared by Beatrice and Benedick.
In Much Ado a conventionally formal and unattractive mode of courtship
is represented by Claudio and Hero (who also scarcely speak to each
other), and by eloquent contrast a warmly human, unconventional
relationship is explored in Benedick and Beatrice. Instead of burdening
his heroine with unresolved conflicts, Shakespeare has distributed some of
them between two characters and two sets of lovers: a meekly submissive,
humiliated, and rejected Hero is opposed to the independent, witty, and
combative Beatrice who is responsible for her own choices. The stylized,
legalistic Hero-Claudio affair is worked out in these terms, and the
Beatrice-Benedick affair is worked out in a consistently realistic process
with focus upon the struggle of two strong personalities to be free of
illusions and achieve a dynamic union of mind and heart. (Cunningham
127)
Lovers Who Do Not Wish to Love Anyone, Let Alone Each Other
This match of wit is also seen in The Taming of the Shrew where Petruchio and
Kate battle one another throughout the play, but in the end, they win the game that
signifies the union of two people equally joined together in wit and love and quiet
possibly married "happily ever after."
Referring to Taming of the hrew Doren claims this is a battle of the sexes at its:
livest point. Shakespeare hit the point again, and classically for him, in
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the story of Beatrice and Benedick; but even now he is master of the
theme that lies in the war between love and pride, in the perhaps
perversely fascinating spectacle of intellect and will being brought into
line with instinct. Love stories are never so engaging as when their
principals do not wish to love, and particularly when it is their power that
prevents them. (Doren 89)
Separated Lovers
Shakespeare continually depicts in comedy an infertile world in which
lovers are separated; the task of the play is to restore the world by bringing
lovers together. In several instances, he presents characters who are
"man-haters" or "woman-haters" and unites them. Benedick and Beatrice,
Hippolyta and Theseus are examples; Kate and Petruchio are forerunners
of these couples. (Gamer 118)
Giddiness
This is surely the play's 'cause' or ruling theme. 'Giddy,' a favourite
Elizabethan word: 'light-headed, frivolous, flighty, inconstant,' it meant
by 1547; 'whirling or circling round with bewildering rapidity' (1593);
mentally intoxicated, 'elated to thoughtlessness' (in Dr. Johson's
dictionary). Much Ado has all these meanings in abundance. And
Benedick's dictum, placed where it is, followed by the dance (reminiscent
perhaps of the La Ronde-like Masked Ball of Act II), suggests eternal
recurrence: 'Man is a giddy thing'- and ever more will be so. (Garrett
131)
Deception
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Don John's pawn, Borachio, deceives Claudio and the prince.
Hero is violently deceived in her idyllic expectations of marriage.
The Friar creates a deceptive plan that Hero is dead.
Beatrice and Benedick are deceived that each one is in love with the other
(representing a more comic side of deception).
Dogberry, deceiving himself, perceives that he is the ultimate Watch
commander.
"In the main plot--the Italian melodrama that Shakespeare took from Matteo Bandello,
Bishop of Agen--the deception theme is, of course, the most harshly obvious" (Garrett
131).
Inconstancy, mental intoxication, elation to thoughtlessness: the
accompaniment of all these states is deception, self-deception,
miscomprehension. And deception, the prelude to 'giddiness,' operates at
every level of Much Ado. It is the common denominator of the three plots,
and its mechanisms-eavesdropping, mistakes of identity, disguises and
maskings, exploited hearsay-are the major stuff of the play" (Garrett 131).
No one in the play is more mentally intoxicated than Dogberry.
He is king of all he surveys: of Verges, his perfect foil; of the Watch; of
the peace of Messina at night. Only words-engines of deceptionconstantly trip him up; though, like Mrs, Malaprop, he sails on
magnificently unaware. . . . With Dogberry, the theme of giddiness, of
self-deception, of reveling in the appearances that limitless vanity has
made true for him, reaches miraculous proportions" (Garrett 133).
Matchmaking
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Light-hearted trickery, or "angling," as Shakespeare calls it, to bring people to
falling in love is central to the two eavesdropping scenes analyzed earlier for language.
Hero says:
"When I do name him, let it be thy part
To praise him more than ever man did merit;
My talk to thee must be how Benedick
Is sick in love with Beatrice. Of this matter
Is little Cupid's crafty arrow made. (III.i.18-22)
For, "One doth not know/ How much an ill word may empoison liking" (III.i.86).
Jealousy
This theme is a common character flaw used by Shakespeare's villains to destroy
the lives of decent and honorable human beings. It provides the "ocular proof'
(Othello) that is necessary to tarnish and destroy the innocent. In Othello, it is the pure
Desdemona who is destroyed by Iago. Because this is a comedy, Don John does not
destroy Hero with finality. Ultimately, she is revived. But Don John recognizes his
power to destroy Claudio's relationship with her and seizes the opportunity. Don John
says, "Jealousy shall be called assurance and all the preparation overthrown" (II.ii.423).

Knaves Caught by Fools
The Watch, stumbling upon the conversation between Borachio and Conrade
captures and holds them in custody. It is this action that "makes the fools feel much
more important than they are, it makes the villains much less villainous; or villainous in
a way that disturbs us less" (Garrett 134). These characters help to maintain a comic
element.
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Friar as Central to the Plot
In this case, he is competent; whereas, in Romeo and Juliet, his letter becomes
part of the fault for the tragedy.
Metaphors
•

"Stalk on, stalk on; the fowl sits" (II.iii.90) says Claudio.

•

Ursula says:
The pleasant'st angling is to see the fish
Cut with her golden oars the silver stream,
And greedily devour the treacherous bait:
So angle we for Beatrice. (III.i.26-29)

"Here, the metaphors of stalking and fishing are both deliberately overdone; and
the effect is to emphasize that each of the eavesdroppings is a piece of playacting, a mock-ceremonious game" (Garrett, 131).
Meaning of the Title
False accusations wreak havoc that results in little but renewed happiness.
The play' s true center is in neither a plot nor a group of characters, but
a theme: Benedick's conclusion about man's giddiness, his irresistible
propensity to be taken in by appearances. It is a theme that must
embody an attitude; and it is the attitude here that provides Much
Ado's complexity; its disturbingness (where it does disturb); its
ambiguities, where the expected response seems far from certain; but
its inclusiveness too, where it is assured. [... ] The riddling titles of
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the group of comedies written within these two years, 1598-1600, are
deceptive, or at any rate ambiguous. Much Ado About Nothing, As

You Like It, Twelfth Night; or What You Will: these can all, as titles,
be interpreted lightly, all by cynically, as leaving it to the audience
how to take them with a disarming, amused casualness. Or, equally,
they can leave room for manoeuvre, include several different attitudes,
without committing themselves to any. This blending or jostling of
sympathies is sufficiently evident in these comedies. (Garrett 134-5)
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Reviews
These quotations represent insightful conunents from reviews found in the New
York Library for the Performing Arts. While there, I watched videotapes of several
productions of Much Ado About Nothing, read reviews from various sources, and looked
at archives of photographs.
Brooklyn Academy of the Performing Arts, 1998
The most beautifully executed production I viewed was produced by the Brooklyn
Academy for the Performing Arts. Robert Daniels, in Variety, April 6, 1998 found it to
be both lyrical and stately. The set, with its simplicity of draperies, and the largeness of
the pillars communicated wealth, and the draperies allowed for fun in the comic scenes.
The live musicians and plentiful crowd scenes created a celebratory atmosphere. It
captured the evil plot of Don John quite well by freezing the main action and using
lighting to show the impending evil upon an otherwise happy occasion. What follows, is
what the critics have to say:
Distant cannon rumblings at the outset ofDonnellan's production
remind us that the predominantly blithe-sprited 'Much Ado' is fraught
with scruples of its own. Young men are marching home from war,
shifting their hotfooted natures from the enemy to their women: Claudio
heartlessly maligns his betrothed Hero at the altar, while the headstrong
Benedick keeps Beatrice at arm's length with an arsenal of bitter irony.
(Stuart 9)
The men returning from war in Shakespeare's jaunty comedy of
sexual jousting have always been a rowdy lot. But in this latest
interpretation, directed by Declan Donnellan and designed by Nick
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Ormerod, they have a common emotional age of approximately 12 (sic).
From the moment they arrive in the idyllic town of Messina, in a din of
stomping boots and whooping laughter, it's clear that the women who live
there would be well advised to put away anything fragile. That includes
their hearts.
The consideration that men will be boys, an inevitable element of
'Much Ado,' is treated more with sober cynicism than with affectionate
indulgence in this bold, thoughtful and almost clinical reading of
Shakespeare's beloved comedy. Set in what appears to be the aristocratic
echelons of Edwardian England, Mr. Donnellan and Mr. Ormerod explore
the wide, dangerous chasm in a class brought up to deal with the opposite
sex only in formal terms.
The young, fastidiously groomed soldiers, who might have stepped
straight out of Sandhust, are obviously more comfortable wrestling with
one another than romancing maidens. Even in courtly moments, they're
apt to pull their ladies by the arms like children tugging brusquely at toy
wagons ....
Cheek by Jowl unleashes a chilling wind through sunny Messina,
confronting the darkness and even cruelty that are always present in
'Much Ado' but usually passed over lightly. Although often broadly
funny, in ways that don't shrink from slapstick, the production makes a
strong, sober case for the affinities of 'Much Ado' with such troubling,
unclassifiable comedies as 'Measure for Measure.'
The approach has casualties. You can't help feeling that
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Shakespeare had more love and sympathy for his characters than this
version reflects. The measured, analytical quality of the performance can
make the pace drag. And the evening's tart sensibility sometimes slips
into sourness.
But along with the elegant inventiveness of staging that has
become its trademark, Cheek by Jowl always provides a careful
interpretive focus that forces you to reconsider familiar classics. Just
when you're starting to think this 'Much Ado' is too conceptual by half,
there's a sudden, breathtaking flash of illumination. How often does that
happen when you're watching Shakespeare? ...
A choice example of the cinematic cross-cutting that Mr.
Donnellan specializes in, eloquently establishes the opposition of martial
and domestic worlds. As Leonato and the women of his house discuss the
heroic members of the troops led by the Prince, Don Pedro (Stephen
Mangan), those men are seen cheering, teasing and roughhousing on the
other side of the stage, their jubilance made slightly ominous by being
performed in slow motion.
Then these worlds intersect with a muffled clash, and so begin the
twin tales of two rocky romances. [... ]

It is evident the men don't have a clue about handling women,
except possibly prostitutes. That the party at which the wooing of Hero
begins is a masked ball takes on special significance. This sort of business
requires disguises, as well as lots of inhibition-blurring champagne. And
in this 'Much Ado,' the sunlit raillery of the next day is tainted by the
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characters' crashing hangovers ....
Pay special attention when Ms. Reeves, in a stunning dress out of a
Sargent painting, proudly declares her confirmed spinsterhood, holding a
cigarette like a Virginia Slims model. [... ]
Mr. Donnellan takes some perfectly excusable liberties in
rearranging, reassigning (even, in two cases sexes) and streamlining the
text. But there is one dominant problem. While the evening takes great
pains to establish the conflicted underpinnings of the play' s lighter first
half, it shifts into more convential comedy for the darker second part, and
not just in the scenes involving the Malapropish constable Dogberry
(Derek Hutchinson, who wisely plays the role straight). It's as if the play
just gives up synthesizing all of the problems it has laid out.
There are still calculated dissonant notes in the harmonious
conclusion, with a brooding awareness of the unhappy, unassimilated
outsiders, who here include the prince as well as his evil brother, Don
John (Paul Goodwin). And given what's come before, you can't help that
thinking that Beatrice and Benedick have miles to go before finding
compatibility. (Brantley El)
The New York Press found this play to be similar to other Shakespeare comedies.
Like As You Like It, Much Ado is a bright, airy, fun production,
conceived for touring, that doesn't conceal or apologize away any of the
play's dark undercurrents. It features marvelous Edwardian costumes,
with the men dressed in Kelly-green soldier's uniforms that make them
look like big, inviting, hazardous toys. Donnellan's interpretation of the
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cruel sexual relations at the heart of the plot is sensible and contemporary.
And he drives home his cold-eyed view of the men through various
staging strokes, such as: having Claudio rush to embrace Don Pedro and
Leonato (rather than Hero) after hearing that 'Hero is won'; having
Leanato embrace Claudio (rather than Hero) on the line 'Hath no man's
dagger here a point for me?'; and occasionally placing groups of men
upstage to spar and jape boisterously as a source of juvenile ambience.
Still, many aspects of the physical staging seemed lifted
mechanically from other Cheek by Jowl productions: circular tableaus
around a central speaker, for instance, circular walks by several actors in a
single file across an almost empty stage, and the triangular bunching of the
nearly complete cast in an upstage comer life a poised invasion force.
Omerod's white rectangular draperies against plain black curtains are,
similarly, not much of a departure from the simple hanging settings he's
employed before ....
Much Ado is enjoyable chiefly because of Saskia Reeves'
endearing refractory portrayal of Beatrice- her sarcastic yelp upon seeing
the mannequin with Hero's wedding dress is a typical inspired momentand also because there is genuine mirth and playfulness in the notoriously
difficult eavesdropping scenes. (42)
The Acting Company, A Cheek By Jowl production, 1987
Another production I viewed, through photographs, was a Cuban production that
takes place in the 1930s. This one was of particular interest to me because of the choice
to place the Sammamish production in the 1920s. The costumes had flamenco flair and
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the staging was done on a unit set with white pillars. The set piece of particular interest
to me was a single table with a lace cloth, marking the Dogberry examination scene. The
flavor of the production was colorful and playful, two essential elements in this comedy;
but in our production, I hope to avoid the "campy" feel that many attributed to this 1930s
version.
Howard Kissel, in The Daily News expressed disappointment. He said, "What is
pathetic about this production of 'Much Ado About Nothing,' set in Cuba during the
'30s, is that the actors, all Julliard graduates, clearly know how to handle Shakespeare.
Normally you do this sort of campy idea when the actors are not competent to play it
straight. Here they are encouraged to play shtick rather than explore the characters."
Jeanne Miller of Backstage praises the world of the play and its comedic aspects:
Not a great one for updating Shakespeare, I ventured with trepidation to
see what The Acting Company has wrought. And what a pleasant surprise
I had. Gutierrez's choice of setting was cleverly used to add music, dance,
and colorful costumes to the battle of the sexes as fought by Beatrice and
Benedick. ... With minimal movement of a few pieces, [Douglas] Stein
created a ballroom, a garden that became a sopping-wet hiding place for
Beatrice, and other parts of the elegant surrounding. It was in the
ballroom that a lively tango, choreographed by Theodore Pappas, was
danced with the women costumed by Ann Hould-Ward, in brightly
colored floral gowns. Throughout, the costumes had a perfect '30s look.
Walter Goodman gave the production the title, "A Dish of Love," recognizing its
light heart and merry elements. He reasons:
The themes of confidence betrayed and honor impugned are as
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Latin as they are Elizabethan. The shrewdness of the resetting, however,
is not so much thematic as theatrical; it allows for shady doings in bright
places .... Mr. Guiterrez floods Douglas Stein's striking set with colortropical blooms, music with a beat, gaudy beachwear, patterned gowns,
gigolo jackets, pastel trousers and boaters- all the amusing accoutrements
of a second-rate resort. They serve as adornments to and occasional
distractions from the young Acting Company cast, whose experience in
delivering Shakespeare is not always up to Mr. Guiterrez's inventions."
Scarcely has Don John's plat been undertaken than it is
fortuitously exposed, and it is never more than incidental to the jousting of
that famous and flagrantly un-Latin pair, Beatrice and Benedick. Their
play of the heart if the heart of the play; our pleasure derives from our
knowledge, as we enjoy their mutual insults, that they are deluding
themselves but not us.
'Thou and I are too wise to woo peaceably," says Bendick toward
the end; the point is that even while being unpeaceable, they have always
been wooing.
The one scene that doesn't come off at all is Claudio's
denunciation of Hero; the emoting gets a bit much; when Claudio fumes
and Hero faints, you're not sure whether it's being played as comedy. Mr.
Gutierrez is on surer ground in his outright assays into slapstick, as
characters keep hiding from other characters who pretend not to see them.
Beatrice, plopped into a flower bower, is first sprinkled with water and
then doused. Benedick, in much disheveled condition, plays an
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eavesdropping scene as though he were a jack-in-the-box. And if you
have been longing to see a fish scaled and eviscerated on stage, here's
your chance. Shakespeare's low-comedy scenes, featuring Dogberry, the
Master Constable and master of the obfuscation of English, are spotty, but
at their best, they account for the heartier laughs. . . . The pace throughout
cannot be faulted, nor can Mr. Gutierrez's understanding that, like
Beatrice, 'Much Ado' has 'a merry heart.'
Clive Barnes of the N.Y. Post supports the idea setting Shakespeare in another
time and place. He credits the Latin world, with its machismo code of honor, a likely
place for the extreme behavior. Though it does not represent great Shakespeare, he says,
it has its merits:
'Much Ado' seems to lend itself to time travel. I can recall it in modern
dress; the RSC once placed it in the years of the British Jaj in India; it has
turned up in Victorian England; and it's been done in the late 19th century
Balkans. But why Cuba? Actually Gutierrez has found himself a very
likely environment; full of violence, or at least the possibility of violence,
and a machismo code of honor that makes everyone's extreme behavior
credible. It even goes some way toward explaining the caddishness of the
wretched Claudio, as well as the fears and mysteries of the distraught
father, who first believes his daughter morally dishonored and then
unjustly maligned. Admittedly, the '30s involves clothing- beach pajamas
and the like - of a singularly poor vintage .... Some of the play's
entertaining moments- and it is to be noted that Gutierrez never for a
moment neglects the undertow of passion - admittedly come from the
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introduction of sambas, Latin serenades, and even the sight of a man
elaborately degutting a real dead fish! Yet Gutierrez never loses sight of
the intertwining threads of wit and honor and the conflicting passions of
love. . . . Yet the play' s simplicity and grace, and the sensibility of its
staging, carry the night. This may not be great Shakespeare, but -and for
small mercies we must be grateful - it is perfectly acceptable Shakespeare
with a viewpoint and immediacy of its own.
Robert Massa, in his article "Sex, Politics, Violence, & C." in The Village Voice
finds many problems with moving the play to another era. This article highlights some
pitfalls to avoid:
The Acting Company has reset Much Ado About Nothjng in 1930s Cuba,
which raises a troublesome question: what war did its heroes just win: the
Spanish Civil War? The 1933 U.S.-backed Cuban coup led by Batista?
Are we supposed to root for these people? Of course, Shakespeare did not
set the play in Sicily to provide a civics lesson- it was just an exotic place.
But Sicily didn't have such specific political resonances to his audience.

If you're going to transplant a classic try not to bump into history. For
better and worse, this is a relentlessly sunny production, all tangos and
sombreros. There's little attention to the play's shadows-the bland
pragmatism of Hero and Claudio's romance, the pathos of the love-hate
between Beatrice and Benedick, the restrictions this society places on
women, the conflicts between love and friendship. But the delivery makes
the most of the wordplay, and the physical gags are performed with clarity
and zest. ... Philip Goodwin's slightly nebbishy Benedick and Alison
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Stair Neet's salty Beatrice add some tenderness; their romance is all the
more appealing since they are not the usual beau-and-ingenue physical
types. Joel Miller's amusing Dogberry (the other potentially showstealing role) unfortunately tells us he's being funny. Douglas Stein's
tropical patio set is versatile and elegant- its transformation to a slightly
kitschy church for the wedding almost rescues the awkward scene. The
women's gowns, on the other hand, can't decide if they're supposed to be
campy; they cheapen an otherwise sleek, if capricious production.
New York Shakespeare Festival, Delacorte, 1988
New York's Shakespeare in the Park's production of Much Ado About Nothing,
in the Delacorte Theatre, provides a great look at the characters of Beatrice and Benedick,
who most of the critics hailed as a successful match. The wit and love of this relationship
is crucial to the success of the production. B.H. Barry did the stage choreography, which
created an athletic and loveable Benedick. He was falling through doors and hanging
from a tree, making a nuisance of himself at times. A stark contrast to the lady-like, yet
fierce Beatrice, Benedick's human follies endeared him to the audience. The setting is
1800 Messina, but it has the feel of a Spanish Villa. The set, with its revolve of the
central area, provided a central playing area that had a clear outside and inside of
Leonato's home. The darker, brooding of Don John and the homecoming of the soldiers
takes place downstage right or on the front apron of the stage. Though complicated in
setting and design, the characters were believable, with the exception of one actor/soldier,
whose diction and accent set him far apart from the other actors, making him quite
annoymg.
John Simon, in his article "Shakespeare, One-Half; Pirandello, Zero," in the New
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York, criticizes the characters lack of believability and the trouble with the dark side of
this comedy. He explains:
One of the most evident things about Much Ado is that it is a comedy with
serious underpinnings, that Don John's villainy and Hero's utterly
undeserved and near-tragic disgrace are to remind us of how easily delight
can tip over into disaster, of what right-side-up special handling our
happiness needs to reach its destination unmangled. Freedman, however,
turns the earlier Don John scenes into outrageous farce, so that when he
must darken the proceedings, the grim notes fail to ring true. Such
worthies as Don Pedro and Claudio emerge as fools easily taken in by a
sociopathic popinjay, and the audience is not prepared for the sadness that
precedes the dawn.
Simon contends that what is missing from Benedick's performance is "that touch of
vulnerability and pathos needed to bring out the character's full poetry."
But, Michael Paller, of the New York Native, suggests that the play is:
more about Claudio and Hero than Beatrice and Benedick, and much more
than the comic romp it is often made out to be - and was at the Delacorte
Theater. There is a dark side to the cost of the deep sense of wholeness
and healing that the healthy examination of life's darkness, as well as its
light, brings. (23)
This sense of balance of the dark and light side of this comedy will be one of the
greatest challenges of mounting this production. For Paller, this balance was missing at
the Delacorte. In the New York Native says, "Gerald Freedman's production succeeds
in creating a world that is all innocence. The army that comes home is the best-dressed,
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least-fought army on the earth; not a spot mars their dress uniforms. Messina is a place
of music and jest; a bird's nest leaks from the lip of the cannon in the town square." He
claims that Danner and Kline's performances and most of the cast were pleasing to listen
to, but:
then something happened: night descended on Messina. But Freedman
continued to play only comedy. So, Claudio's and Hero's aborted
wedding scene didn't disintegrate into confusion and shock. There was
much accomplished speaking in this scene, but no one onstage felt
truthfully the horror of Claudio's accusations. When, in revenge, Beatrice
demanded that Benedick kill Claudio, the scene was played for laughs
(and got them) ... In this production, the scenes in which Beatrice and
Benedick discover they are falling in love offered the delight of wellplayed comedy, but never the satisfying, startling recognition of a selfexamined life.
To produce the show with honesty of character, in both a comedic and reflective
way, will certainly present a challenge. The balance of slapstick comedy and tragedy,
darkness and merriment, and laughter and tears, must all be present to portray realistic
characters in both comic and tragic moments. David Sheward of Backstage eloquently
contrasts the Delacorte version to the one done by the RSC, to explain why Benedick's
character, played by Kevin Kline, works so effectively. He explains:
Gerald Freedman's lively slapstick staging emphasizes the physical
comedy in the merry war of wits between the battling lover Beatrice and
Benedick, two confirmed singles fighting all the way to the altar. Unlike
the recent Royal Shakespeare Company "Much Ado,' which had Derek
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Jacobi and Sinead Cusack coolly circling each other in performances
which were proficient but screamed out 'technique," this version gives us
Kevin Kline and Blythe Danner screaming, scratching, kicking, stumbling,
fumbling and falling unquestionably in love. Kevin Kline has no peer.
His body is truly an expressive instrument. Watch as he casts off his
haughty attitude to become more attractive to Danner. His entire frame
slumps into a caricature of humility.
The critic, Alisa Solomon, writing for Variety agrees with Sheward:
Kline and Danner are certainly worth waiting for. He's never been
more charmingly self-regarding and foolish than as the blustering young
blood who drops his confirmed bachelor pose the instant he believes his
favorite female antagonist loves him. Kline's got it all: dash, skill at
physical hokum, intelligent stressing of the key word in a line, and sincere
romantic passion when it's called for.
Danner's also a treat as the sharp-tongued spinster whose rational
intelligence is in conflict with her heart. She's a tad older than Beatrice is
usually cast, and that gives the role added psychological piquancy. She
snaps out the insults with viperous relish, then melts romantically with the
right undercurrent of regret.
Like other critics, Alisa Solomon, from Variety, in "Too Much Ado," reminds the
director, again, of the importance of the contrast between Hero and Claudio's relationship
and the relationship between Beatrice and Benedick. She notes the importance of the
church scene carrying the dark weight that it deserves. She notes:
The reluctant relationship doesn't mean much unless it's clearly drawn
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against the surprisingly more trouble-some parallel of Claudio and Hero.
Here, the conventional lovers are treated as embarrassments to make quick
work of so we can get on with the jokes. The church scene, where
Claudio denounces Hero with far more nastiness than we're led to expect,
should fill us with moral outrage; here it evokes little onstage reaction and
none in the audience, save impatience. (95)
Solomon's critique also speaks to the fact that very few lines were cut from this
production. She asks, "Hasn't it become clear by now, after so many misguided
concepts, that Shakespeare's language tells us where we are, that there's little reason to
spend so much energy setting the scene?" So, with the energy spent in this production to
produce a very realistic set, her comment is well-taken. Much of the language spoken to
move the scene from one place to another could have been cut. And, it would have made
for a shorter show, which is always needed with Shakespeare.
RSC in New York, 1984
Having only seen an eight minute clip of video of this production, my insight
comes from the critics. Strikingly, the floor of this production was shiny black, and the
opening was the masquerade ball with swords and masks, all beautifully choreographed.
The world appeared simply set, with pine chairs as set pieces.
Frank Rich of the The New York Times opens the dialogue with talk of the
infamous battlers of wit. He says:
The actors don't square off to exchange their opening volley of
insults; they sidle up to one another as if they were wary rival comedians
trying out their best new zingers in a game of 'Can you top this?'
The impish Mr. Jacobi, impersonating the most sardonic of
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confirmed bachelors, and the headstrong Miss Cusack, a beautiful but
almost earthy Lady Disadain ... share an intellectual affinity- and we
immediately start rooting for their hearts to catch up with their heads.
When the embrace at long last comes, Mr. Jacobi and Miss Cusack get the
last laugh by breaking the clinch for one last bout of mimed debate. The
delight this couple finds in contentiousness ripples right through the
house.
In 'Much Ado,' appearances are everything- and are almost
always deceiving. Though there's nothing artificial about the comedy, its
subject is artificiality, with a vengeance: The self-absorbed characters
speak lies almost from beginning to end. Benedick and Beatrice lie about
their true feelings for one another- until they're tricked into honesty by the
deceptions concocted by their dearest friends. The slander perpetrated by
the malevolent Don John temporarily derails the wedding of the young
lovers Claudio and Hero - and it takes still another cruel lie, Hero's faked
death, to right the wrong. Nearly every character has a double image in
the text-one public, one private- and they are reinforced by the prismatic
images of the actors that frequently ricochet about Mr. Koltai's luminous
screens.
Better still are those moments when we watch Mr. Jacobi and Miss
Cusack juggle those images in performance- as they abandon their brittle
public poses to confront the unruly emotions that their extravagant wit has
always masked .... By the time he [Benedick] grabs at his final
realization- 'The world must be peopled'- he has about-faced so many
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times he's spinning. When he emerges later in full romantic plumage - a
red cape matched by the rose he daintily carries in his hand - the deadpan
understatement 'I am not as I have been' becomes a tumultuous punchline.
Miss Cusack's transformation is of a more somber sort, as befits a
character who has' a little of the melancholy element in her.' When she,
too, is tricked into facing her self-deceptions, her voice gains a new
musicality; Availing herself of Beatrice's first speech in verse, the actress
seems to unlock a dam that has previously walled off feeling at her throat.
On the line 'Benedick, love on; I will requite thee,' her low, sonorous lilt
shifts the production's key. The metamorphosis precedes intermission,
and Mr. Hands, who serves as his own inspired lighting designer, elevates
it into a rapturous climax. The coppery Rembrandt hues that have
previously played upon the glassy panels give way to a radiant midnight
adazzle with shooting stars.
There's a letdown after intermission, as Shakespeare's principal
plot frequently pushes Benedick and Beatrice offstage. Though Clare
Byam Shaw's Hero and George Parsons's Friar are unusually forcefuland though Christopher Bowen does well enough by the callow Claudiothe ruptured wedding and its aftermath still seem inconveniences that must
be endured. The comic set pieces featuring the malaprop-prone constable
Dogberry (Christopher Brown) and his watch are laborious.
Walter Kerr of The New York Times explains a bit about the set design. He
advises, "the eternally visible sky beyond is frequently streaked by meteors (no doubt in
honor of Beatrice, for whom a star danced when she was born), and "After all, there must
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be a fine hall in which masked couples can promenade ... as there must be some sort of
bower in which these two can overhear the startling news that they are about to expire of
love for each other." But, what remains really difficult in this production is the darkness
of the Hero and Claudio plot. Kerr discusses the intricacies of the Claudio character:
You'll notice that the program notes at the Gershwin take the
trouble to explain that the evening's plot is really composed of two stories.
One is the Beatrice-Benedick story, and thank heaven for it. The other is
the Claudio-Hero story, during the writing of which Shakespeare-like that
other fellow-nodded. The Claudio-Hero story, above all the character of
Claudio, cries for help, from actors and director both.
The problem is not so much to help an audience follow the
Claudio-Hero narrative, as it is to make an audience believe in it. Claudio,
as he stands, isn't a coherent- or an agreeable -chap. He begins well
enough as he enters with his older companions after what seems a brief,
brisk military campaign in which he has distinguished himself. One of the
group remarks that he has done 'in the figure of a lamb, the feats of a
lion.' On sight, the part is well cast at the Gershwin: Christopher Bowen
seems both youthfully naYve and sufficiently vigorous for this
accomplishments.
Claudio swiftly falls in love with his host's daughter, Hero, and a
wedding is arranged. Before it can be performed, however, a selfproclaimed villain intervenes with a lie reporting Hero faithless. Claudio
not only accepts the tale at face value, he does something a good bit
nastier: Instead of calling off the wedding, he waits until 'I do' time and
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then denounces his bride-to-be as a 'wanton' before the assembled party.
Hero is left groveling piteously on her knees, begging for justification. In
yet another of the comedy's tricks, Claudio is subsequently told that she is
dead and is persuaded to marry another, who just happens to be Hero in
disguise.
The artifice of the plotting is not at fault. It's just that Shakespeare
didn't bother to tell us what very odd quirk in this singular young soldier
caused him to blow so hot and so cold so quickly. [. . .] Something must
be interpolated-by gesture or physical business- to explain this young
fellow's unsympathetic behavior and make him sympathetic again. (We
do want sympathy restored to him because he's one-half of the concluding
love story.) The trick can be pulled off and has been pulled off in one
production or another. There are various ways of doing it, the most
convincing of which- in my theatergoing experience--stems from the early
description of this warrior as 'a lamb.' When an actor makes Claudio
young enough and callow enough to be both impetuous and insecure, the
combination works. A Claudio who depends heavily on the approval of
others and is constantly checking to see if his betters regard him as
sufficiently sophisticated and sufficiently mature may very well behave as
Shakespeare's rattled youngster does behave. He may even be caught in a
kind of torment, personally ravaged by his treatment of Hero at the same
time that he is doing his mistaken best to show himself as manly and
knowledgeable. There are, of course, other ways of adding weight and
dimension to the underwritten role. But some effort must be made if the
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evening's second half, or second plot, is to be kept afloat.
Syna Sa, in her article "Little to cheer in this 'Much Ado,"' published in the New
York Tribune first describes the production's design. It displays:
Alexander Reid's exquisite and subtle costumes, the songs and incidental
music of Nigel Hess--equally exquisite--and the showy but inexplicable
settings of Ralph Koltai, which served as peculiar modernist backgrounds
in front of which the actors performed, but which never became
environments which helped shape the actors' behavior. It was as though
the play were staged within a huge and drafty deco, somberly lined with
dark reflective tiles, and backed by transparent hangings with portions of
trees printed upon them.
In terms of costumes, however, she says, "In a master stroke to emphasize
Beatrice's spunkiness, costumer Reid put all the other women save her in filmy,
essentially colorless dresses, to show that they were the pliable wisps of their time. But
he fashions Beatrice's dresses from firm-bodied fabrics with color."
She also finds fault with the direction of the important and comedic
eavesdropping scenes. She finds that this production has unforgivable flaws:
In unimaginative productions, the concealed character is always
placed upstage or moved about in so patent a way it defies belief at every
moment. So it was in Hands' hands. Jacobi, supposedly trying to get
closer, scrunches down behind a slatted wooden chair that wouldn't
conceal a termite. He speaks his thoughts in an aside from the back of the
stage, so that not only we, but the other characters on stage, must hear
him. It is the patent falsity of this directorial approach which renders the
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entire production pointless.
By not investigating the reality and intensity of romantic beliefs in
these characters, Hands transforms them into cardboard figures of fun
whom he moves about on a toy stage and tries to light interestingly. It is
to borrow from Kipling's 'The Light That Failed': 'What we are left with
is the tedium of a poor college-level production with good English
accents.
Clive Barnes, in his article, "Alas! A 'Much Ado' That Leaves Too Much To Do," in
the N. Y. Post furthers emphasizes the complexity of staging this comedy:
'Much Ado' is not an easy play to stage. For one thing, the
nominal plot -the love of the fickle Claudio for Hero, and his duping into
believing her unchaste- is inevitably wiped off center-stage by
Shakespeare's adroit interwoven subplot of Beatrice, the modem woman,
and Benedick, the would-be confirmed bachelor. For all this, the actual
measure of romance, comedy, and clowning- the latter left to the idiocies
of the constable, Dogberry, and his assistant, Verges - is possibly more
exquisitely balanced than any in Shakespeare. It is partly this balance that
the RSC here misses.
In Miss Cusack we have a witty, mettlesome Beatrice, who
complies with the great actress Ellen Terry's advice that the lines 'should
be spoken with the lightest raillery, with mirth in voice and a charm in
manner.'
A few years ago this same RSC offered a wondrous Much Ado
with Donald Sinden and Judy Dench, set in India during the days of
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Kipling, a kind of time-traveling I usually deplore but which for once
worked life a charm. Of course, there was Mr. Sinden.
Mimi Leahey, of The Westsider in her article "Royal Shakespeare, DeShield, Sondheim"
describes how "the cool plexiglass and steel set is bathed in warm pink light, to create a
music box as the arena for the bickering of Shakespeare's Beatrice and Benedick. [... ]
Hands frankly presents this as a play about love; even in the villainy is all meant in fun."
This delicacy of light emphasizes the theme of merriment and underscores Beatrice's
gentle heart beneath the wit. Douglas Watt, of the Daily News, in his article, "A very
much needed 'Much Ado,"' also reminds the reader of the importance of lighting. He
describes the final moment of the play:
One could go on recounting the sparkling moments leading up to that final
swirling waltz of white figures until all disappear but two, Beatrice and
Benedick locked in an embrace as the spotlight, growing smaller and
smaller, slowly dims out on the two heads, the sole black-garbed figure,
that of the reflective Don Pedro has slipped quietly off.
Howard Kissel of Women's Wear Daily was equally struck by the final moment
of the play, saying, "Ralph Koltai's set -a quasi-Oriental tree of Plexiglass- is spare and
elegant by itself but takes on all sorts of poetic associations under Hands's evocative
lighting. The final minutes of the play, in which Beatrice and Benedick dance quietly,
formally, totally absorbed in one another in dim light are hauntingly beautiful."
John Simon, of the New York, is another critic taken in by the set and lighting of
play, describes the aesthetics in this way:
Visually, Much Ado About Nothing is even more astonishing. Darkling,
polished floors and glossy Lucite partitions with trees and such painted on

t
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them, walls that suddenly sprout tall windows with silhouettes flitting
behind them, a gently hilly horizon with stars and mysterious red lights
laying above it -everything here is sheen, reflection, translucence,
diaphaneity. But suddenly a change of lighting can make everything
opaque, or maintain the transparence but tint it red or grisaille or zebraed
chiaroscuro. Will-o' -the-wisps dance in our gaze like motes in
moonbeams, and partitions pop up or vanish to make the space protean.
And when Reid conjures up an inexhaustible array ofunostentatiously
sumptuous costumes, Koltai's decor and Hand's lighting evoke a survey
of Renaissance painting. [... ] Except for the odd bit of overfussiness, as
in Benedick's eavesdropping sequence- the messiness of Messina is given
its chaotic shape."
An unidentified staff writer from The Village Voice, however, was less impressed. The
focus on the aesthetic over the importance of the character led him to write the article
entitled "Write Them Down Asses." He concludes:
Despite its visual sumptuousness and a few bright moments, it's a
wrenching disappointment, a final proof that Stanislavsky was right:
acting without internal life may have its clever side, but inexorably tends
toward decadence. If the RSC is evidence, British acting is now at the
lowest ebb in its history. It isn't even fun as externalized acing anymore;
it's hollow, barren stock-company attitudinizing covered in high-fashion
visual sauce.
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Research on the Playwright
Though debate continues in academic circles over the identity of the most famous
British playwright, and whether a man born and raised in a small country village, with
only a grammar school education, could have written these plays, for purposes of this
section, the identity of the great William Shakespeare shall remain the boy from
Warwickshire, England, from the town, Stratford-Upon-Avon.
His date of birth is commonly known as April 23, 1564 due to his baptism being
recorded in the church of the Holy Trinity on April 26, 1564. Typically, babies were
baptized three days after their birth. Shakespeare's mother, Mary Arden, "came from an
old county family. More genteel and prosperous than the Shakespeares, the Ardens
provided their daughter with a dowry of land and money, which advanced the status of
her husband, John Shakespeare, when the couple married in 1557" (Leone 13).
Shakespeare's father was a glove maker, and for a time was a community leader. "He
began public service as the town ale taster in 1557, and subsequently performed the
offices of burgess, constable, town treasurer, alderman, and bailiff, or mayor. In the early
1580s, however, John Shakespeare's financial troubles led to the loss of both his wealth
and governing positions" (14). Shakespeare was the third born of eight children.
Though no formal record exists of his education, F.E. Halliday says:
It is high time that the mischievous conception of Shakespeare as an

inspired peasant was finally dispelled. His mother was a member of a
great family, his father an ambitious and exceptionally able man of
business, and though there is no record (why should there be?) of his
schooling, it is inconceivable that such parents would let slip the
opportunity of sending him to the local grammar school. For the sons of

Morford 103
burgesses the education was free up to the age of sixteen and moreover it
was one of the best schools in the country. (24)
At these schools, it was customary for the studies to include: Bible readings, psalm
singing, prayers, memorization of Latin grammar, logic, Latin composition, and
literature. The curriculum included:
Roman dramatists Seneca, Terence, and Plautus; Renaisance religious
texts; the Roman poets Horace, Virgil, and Ovid; the complete works of
Dutch Renaissance scholar Erasmus; and the works of Roman orators,
philosophers, and historians. Shakespeare who drew from Ovid's
Metamorphoses for his own plays and poems, likely remembered the
classic from his grammar school days. (Leone 14)
He would also have attended a Protestant church regularly as required by Elizabethan
law. This is evidenced in his plays. Leone says that "scholars have counted in
Shakespeare's plays allusions to forty books of the Bible and many references to the
commandments, quotations from Psalms, and lines from the prayer book" (15).
In the realm of theatre, "medieval miracle plays were still occasionally performed
in the traditional manner, as at Coventry, only twenty miles from Stratford" (26). But by
the beginning of Elizabeth's reign, "In schools and at the university boys and young men
were producing Latin plays in their dining-halls, and troupes of actors were wandering
about the country performing 'interludes,' knockabout farcical entertainments that were
half acrobatic displays" (27). When Shakespeare was a boy, the Reformation had almost
done away with religious drama, and the Renaissance had yet to produce any comparable
secular drama. Actors were treated poorly and there were no public theatres.
But, by 1576, "the first public playhouse was built in London" and "acting was
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recognized as a legitimate profession, provided the player was under the patronage of a
peer of the realm"(Halliday 28). This came under the leadership of James Burbage. He
built the Theatre and, within a year, his competitor built The Curtain. Though
Shakespeare would have known none of these developments, "as early as 1569, when his
father was bailiff, the Queen's Interluders, banished from Court for their incompetence,
had visited the town, when they gave a first performance in the Council Chamber before
being licensed to the public" (Halliday 30). And, in "1575 Shakespeare had another taste
of London life when Queen Elizabeth I visited the earl of Leicester at his castle at
Kenilworth, a few miles from Stratford. [... ] For nearly a month, crowds surrounded the
castle to enjoy pageants, water shows, and fireworks displayed in the queen's honor"
(Leone 15).
At eighteen, Shakespeare married Anne Hathaway, who was eight years older
than he. The marriage was a bit scandalous as Anne was already pregnant with Suzanna
when they were married on December 1, 1582 and Susanna was baptized on May 26,
1583. Later, they had twins: Judith and Hamnet. Many myths exist as to what
Shakespeare did to support his family. In his journal, a man named:
John Aubrey, born a decade after Shakespeare died, collected facts and
anecdotes about public persons. [... ] He says someone told him that
Shakespeare taught school and worked in his father's butcher shop. Since
John Shakespeare had no butcher shop, Shakespeare either worked in
someone else's butcher shop or his father's leather shop. Among the
myths surrounding Shakespeare's life is the story that he was caught
poaching deer in a park belonging to Sir Thomas Lucy of Charlecote, near
Stratford. Historian Nicholas Rowe suggests that Shakespeare had to
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leave his business and family and take refuge in London to avoid
prosecution, but the story has never been proved. (Leone 10)
Halliday suggests that perhaps the "attraction of London may well have proved
irresistible" (37) since every year Stratford was visited by two or three companies of
players, and in 1587, five companies came to visit, including a troupe with Edward
Alleyn, two years younger than Shakespeare. Leone suggests that after moving to
London, it was perhaps seeing "Edward Alleyn, now the leading actor of the Admiral's
company, playing Tamburlaine" that inspired "a revelation" (43) in Shakespeare's career.
This is speculative because the years between 1585-1592 are considered the "lost years"
because no records exist of any kind relating to his life.
Whatever be the case, the truth exists that plays were the popular form of
entertainment. Theatres like the Theatre, the Fortune, the Swan, the Curtain, the Rose,
and the Blackfriars all had open stages surrounded by standing crowds. Three levels of
covered seats surrounded the open space and the company of actors were all male.
Shakespeare surely would have been looking to "Cambridge-educated playwright
Christopher Marlowe, who was the same age but who preceded Shakespeare in skillfully
combining drama with poetry" (17). He was also influenced by:
Sir Philip Sidney's sonnets and The Arcadia, a prose romance, and
Edmund Spenser's The Faerie Oueene, an allegory glorifying England and
the queen. [... ] the Chronicles of Raphael Holinshed, a historian who
came to London early in Elizabeth's reign, and the works of historian
Edward Hall, who wrote about England's past royal families. Shakespeare
borrowed plots from these works for many of his plays and used poetic
techniques like those of Sidney and Spencer. (Leone 18)
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By 1592, he would have written his early plays: Titus A:ndronicus, Henry VI, Parts 111,
and III; The Comedy of Errors; and Richard III. He got the following comment from a
popular Cambridge-educated playwright, Robert Greene, in 1592 shortly before Greene
died:
yes trust them not: for there is an upstart Crow, beautified with our
feathers, that with his Tygers hart wrapt in a Players hyde [from Henry
VI], supposes he is as well able to bombast out a blanke verse as the best
of you: and being an absolute Johannes fac tot um Li a.ck of all trades], is in
his owne conceit the onely Shakes-scene in a countrey. (Leone 18)
Theatres were closed in 1593 due to the plague. So Shakespeare took to publishing
poetry. On April 18, 1593, "the printer Richard Field obtained license to publish
Shakespeare' s poem "Venus and Adonis" and on May 9, 1594, license to publish another
poem "Lucrece" ( 18). Shakespeare also wrote a series of 154 sonnets, celebrating both a
young man and a dark lady. Many people think the young man is the earl of
Southampton, Shakespeare's patron. Biographer A.L. Rowse believes the dark woman to
be Emilia Basa.no, daughter of an Italian musician in the queen's court.
Turning thirty, Shakespeare turned away from poetry back to the theatre. With
the plague having ended, the theatres reopened and the patronage of the earl of
Southampton ended. At this time, he joined the troupe The Lord Chamberlain s Men
consisting of Henry Condell, John Heminge, Shakespeare, Richard Burbage (son of the
Theatre's builder James Burbage), William Sly, and Will Kempe. In fact, it was William
Kempe who "succeeded Tarleton as the leading 'clown.' He was impudent and idolized,
playing Dogberry in Much Ado, and Peter in Romeo and Juliet--for want of anything
meatier to chew. He ranked third in the company until he suddenly sold his shares in
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February 1599, and then executed his famous solo dance from London to Norwich.
These players were athletes as well as actors" (Speaight 22). He wrote Much Ado
About Nothing in 1598 along with "The Merchant of Venice in 1596, both of which have
two stories or two threads of interest" (20).
Shakespeare received praise for his work. Francis Meres, a Cambridge graduate,
in Paladis Tamia: Wit s Treasury , called Shakespeare the greatest man of letters. He
says:
So sweet witty soul of Ovid lives in mellifluous and honeytongued Shakespeare, witness his "Venus and Adonis," his "Lucrece," his
sugared Sonnets among his private friends, etc.
As Plautus and Seneca are accounted the best for Comedy and
Tragedy among the Latins: so Shakespeare among the English is the most
excellent in both kinds for the stage. [... ]
As Epius Stolo said, that the Muses would speak with Plautus'
tongue if they would speak Latin: so I say that the Muses would speak
with Shakespeare's fine filled phrase, if they would speak English" (Leone
21).
Interestingly, Shakespeare returned home each summer to Stratford. He suffered
greatly in 1596 when his only male heir, Hamnet, died. In King John, he writes:
Grief fills the room up of my absent child
Lies in his bed, walks up and down with me,
Puts on his pretty looks, repeats his words,
Remembers me of all his gracious parts,
Stuffs out his vacant garments with his form. (act III, iv)
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With no one to carry on the family name, he sought the title and coat of arms of a
gentleman, granted to him on October 20, 1596. In May 1597, "Shakespeare purchased
New Place, a large house in the center of Stratford with two barns and two orchards and
gardens. Before he was thirty-five years old, Shakespeare had achieved the status of
gentleman, property owner, and playwright, but he had lost his only male heir" (Leone
21).

When the Globe was repurchased, Shakespeare was able to buy one-tenth of the
new theatre. In Henry V, in which Shakespeare played the part of the chorus, he refers to
the new theatre. He writes, "A kingdom for a stage, princes to act/And monarchs to
behold the swelling scene. [... ] Can this cockpit hold/The vasty fields of France? Or
may we cram /Within this wooden O the very casques/That did afright the air at
Agincourt?" The reopening of the Globe marked a new phase in Shakespeare's
reputation and art. Leone says he was firmly established as the "leading dramatist in
London" with an art that:
became more refined and subtle. Price says, 'Art has replaced artifice.
The style has become so fully expressive of the thought that audience and
readers are unconscious of the poet's devices.' Shakespeare, who was
interested in the workings of human character, objectively displays his
characters' minds in the actions and speeches he wrote for them. The
soliloquies of Brutus, Hamlet, and Iago, for example, lay bare their
intentions and their very souls. (23)
When Queen Elizabeth died on March 24, 1603, James I took over Shakespeare's
company of men, supporting them even better than Queen Elizabeth had. He made them
"an official part of the court, doubling their salaries, and increasing their annual court
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appearances from three to thirteen. In addition, he gave them license to perform in any
town or university. These changes required Shakespeare to pay greater attention to the
approval of two audiences, the court and the Globe" (24). He returned to writing
comedies, and during this time he wrote The Tragedy of King Lear, MacBeth, and others,
which "probed even more deeply into the minds of their heroes" (Leone 24). During this
time, he wrote one or more plays a year.
When Shakespeare and other actors bought back the lease of the Blackfriars, they
began to hold performances for upper-class audiences more like those at court. The
"Blackfriars audiences liked new plays, while the public audiences at the Globe preferred
old favorites" (26). Out of this situation came the tragic-comedies or the romances.
These plays "express themes of reunion after long separation followed by reconciliation
and forgiveness. The plots revolved around children lost and then found, divided parents
brought together, or an innocent person threatened but retrieved. [... ] Rowse says: 'For
all their happy endings, these plays have an atmosphere full of suggestion and symbol,
suffused with tears"' (Leone 26). Cymbeline, The Winter s Tale, and The Tempest, fit
into this category.
The Tempest is Shakespeare's farewell to the theatre. Some critics think that
Prospero, the magician of The Tempest, recounts his tricks in words that apply to
Shakepeare. Leone expresses that Propero's words are Shakespeare's farewell to writing
for the theatre: "After cataloging the marvels he has conjured up over the years, from
raging storms to corpses rising from the grave to dimmed sun, he announces, 'this rough
magic/I here abjure. [... ] I'll break my staff,/ Bury it certain fathoms in the earth,/ And .
. . I'll drown my book" (27). The only play to have been written after this is Henry VIII
during which a spark from a cannon set fire to the Globe, burning the building to the
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ground.
After this time, he divided his time between Stratford and London. He once went
to Parliament to lobby for better road between the two places. On March 25, 1616, he
wrote a will, while he was in good health. But, after a trip to London, he became ill and
died on April 23, 1616. He left a dowry and additional money to Judith (who had
married) and all lands and houses to his older daughter, Susana. He left his wife in the
care of his daughters and willed her the second best bed, "reasoning that Susana and her
husband needed the bigger one. To his sister, he left money for clothes and the home on
Henley Street. He gave small amounts of money to friends and money for rings to fellow
actors of the King's Men. And he left money for the poor in Stratford" (Leone 27).
During his lifetime, Shakespeare only published two poems. His plays belonged
to members of the theatre company, who sold individual plays for publication when
people requested them. Upon the death of his wife, two actors, Henry Condell and John
Heminge, actors from the King's Men, collected Shakespeare's plays and published them
in what is known as the First Folio.
Nature of Comedy
Crane, in his essay Shakespeare s Comedie and the Critics explains that
Shakespeare comedy is different from traditional classical comedy. It does more than
correct folly or castigate vice. Crane looks toward H.B. Charlton's Shakespearian
Comedy, published in 1938, to define what Shakespeare is doing in the comedies.
Charlton says Shakespeare's characters:
... arouse admiration; they excite neither scorn nor contempt. They inspire
us to be happy with them; they do not merely cajole us into laughing at them .
. . . Its heroes (or heroines, to give them the dues of their sex) are voyagers .
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in pursuit of a happiness not yet attained, a brave new world wherein
man's life may be fuller, his sensations more exquisite and his joys more
widespread, more lasting, and so more humane. But as the discoverer
reaches this higher bliss, he (or rather she) is making his conquests in
these realms of the spirit not only to himself but to all others in whom he
has inspired the same way of apprehending existence. He has not merely
preserved the good which was; he has refined, varied, and widely
extended it. Hence Shakespearian comedy is not finally satiric; it is
poetic. It is not conservative; it is creative. The way of it is that of the
imagination rather than that of pure reason. It is an artist's vision. (Crane
69-70)
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List of Goals or Student Outcomes
All Participants
•

Students will participate in a full-length Shakespeare production, wherein they
will work directly with the text to produce an original interpretation of Much
Ado About Nothing.

•

Students will participate in the fundraising campaign by selling at least two
advertisements to ensure that quality theatre will continue at Sammamish.

Actors and Stage Mangers
•

Students will analyze the text, practicing the skills of kick the box (to
~mphasize the end of the line), scansion, breathing at the punctuation, and
marking the phrases or caesuras. Students will practice these skills during text
work, both with the cast and independently.

•

Students will study their characters to understand the character's motivation,
words, actions, and any changes that he or she undergoes.

•

Students will actively discover why their character speaks these words at this
particular moment and what the images communicate. They will work to
discover the impulse of the character--why the character chooses to move and
act at this moment in this particular way.

•

Students will participate in rigorous rehearsals to refine their delivery of the
character and their work with other actors in the scene. Such skills as
listening, giving focus, concentration, taking direction, and working as an
ensemble will be emphasized.

•

Students will participate in the discovery of how and why their character
chooses to act in a particular way on stage. The director will give feedback,
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but they will also be encouraged to make individual choices in physicality,
vocal delivery, and staging. This process should be fun, engaging, and
enlightening.
•

Stage managers will learn and utilize vital organizational skills to ensure that
actors and technical crew are informed at all times. They will take attendance,
make phone calls, record blocking, organize and run all backstage action, and
will meet with the director daily to ensure the production, acting, and
technical goals are met.

•

Students will perform in five shows in January, give at least ten hours to set
and costume construction, and will help to strike the set during the first
weekend in February.

Technical Students
•

Students will read the design concept and participate in the creation of an
original production. Students will be responsible for all of the technical
aspects of production: set design and construction, painting, lighting,
costuming, music, properties, advertising, and running the show.

•

Student costumers will research the 1920s, finding examples of the types of
clothing worn for casual and dressy affairs for both men and women of ages
20-50. They will analyze the text to find the personality of each character.
They will determine the number and type of costume required for each
character. The design team will take measurements for each actor and will
design the style and choose the colors for each costume. They will participate
in finding, sewing, constructing, or getting help to complete the entire
ensemble's wardrobe. This includes the clothing, hats, jewelry, and any
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handbags carried by the actor.
•

Student lighting designers will work with a professional designer to design
the colors and effects for the show. They will hang and focus the lights, make
a cue sheet, and record and run the lights for the show.

•

Sound design students will work with the director to determine the number
and placement of sound effects and music during the show. Students will
research the 1920s and previous decades to form a collection of music
appropriate for the time period, atmosphere of the show, and mood of the
scene. They will participate in choosing and developing the soundtrack for
the show. If live music is used, they will help to obtain the music and will
work with the musicians and actors during rehearsals. They will run sound for
all five productions.

•

Properties students will read the text to determine the furniture and properties
needed on the stage. They will work with the director to make or procur items
and to see that they are treated properly and are returned in good condition.

•

The running crew will attend the run-throughs of the each individual act and
will be present at all dress rehearsals and performances. They will work with
stage managers to ensure the fluid movement of the show through each scene
change.

•

Students will take part in five shows in January and will help to strike the set
during the first weekend in February. To letter in technical production, one
must work backstage on two shows and fulfill one hundred hours of technical
time working in the theatre.
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Tech Journal
August 2002
(This journal was started, then dropped for awhile, and then combined with the
rehearsal journal.)
We started meeting (a group of 15 students)the week before school began in
August.
Initially, I introduced the time period and the show, and we watched a video
production to become more familiar with the plot. We cleaned areas of the
theatre that we did not complete in the spring, and we finished striking the
orchestra platform and some other pieces of the Hello, Dolly! set.
We held our initial design meetings during the first weekends in September, and I
presented my design concept and the pictures from the 1920s books I had
collected. We then read through the play to look at locations, furniture, and set
needs. At this point, Tom drew a picture of what the set might be, and we all
discussed entrances and exits and playing areas, until we agreed on the idea of a
large atrium with a gazebo and guard tower on each side. The idea is beautiful in
theory; I hope it will be when it is completed.
October 3, 2002
I am excited that the students attended a technical conference, without me, as I
was finishing my thesis. Hopefully this will promote some independence. They
are so much more motivated than I have seen them in past years. I have a paint
team going to Home Depot on Saturday to get paint samples and scour the store
for ideas to support the concept we are developing.
Today a student, Brent Mays, who got connected to the theatre during
HeUo,Dolly! in the spring, showed me his notebook where he had begun to sketch
Hero's dressing room mirror. He wants to build it in woodshop and keep it when
the show is over. What a great idea! The idea came from a mirror I saw from a
production that was archived in the NY Library photo collection.
Tom Lowe and Andrew Warthen are building a scale model of the theatre (they
learned how to do it at a conference) and of this set. I have wanted to have that
for the past two years, but after attending the technical workshop last Saturday,
they are particularly motivated. They have finished the foam core structure and
now they are starting to work on the set within the space.
October 6, 2002
Over the weekend and today, we really focused on costuming goals. We made
lists of local theatres that students will call to see if any places have 1920s
costumes that can be borrowed. If not, we will begin the search in vintage stores,
good wills, sewing our own, or renting costumes.
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Two students (Afton and Stephanie) are making a large costume grid for the wall
in the dressing room, so the actors will know what dress to wear for what time of
day, for which scene.
Torn and Andrew worked more on the model, and others in the technical staff
cleaned the stage. I am learning that everything, except platforms, flats, and
maybe windows should be broken down after a show. The only really useful
thing that we didn't break down was the window seat, which became Dracula's
coffin, which became a box in Mr. Vandergelder's shop.
A few students really focused on cleaning the wings and storing pieces of
furniture. I'm not sure where we are at for inventory. We are trying to digitalize
our inventory.
October 9, 2002
Today was not a technical day, but some students worked to hang lights for the
choir concert. This year we will be charging them a fee for setting up the lights.
Finally, we will get something for our efforts.
The lighting board would not function with the lights, but I was proud that when I
talked to a technician at PNTA, he was able to troubleshoot with me on the phone.
We solved it together. At least that should save us some money.
I need to move forward on the music for the show. I need to meet with Mr.
Backus and go through the options for music.
October 12,14,19,26
Saturdays never produce enough tangible evidence of our work.
Tom and Andrew are not moving very quickly at all. The model takes a great
deal of time, and then getting them to figure out how to get the seats started has
taken a couple of Saturdays. I really wish I had someone knowledgeable working
with them. I need to call a couple of friends.
I finally sat down with Scott Heikkinen and we went through the music he has
found on the internet. We attached particular songs and sound effects to parts of
the show. That was really good as it will take a lot of practice to make sure it is
working. But, by the end, that should be something beautiful. Scott wants to get
into Cornish School of the Arts, so this should help him to have a little more
variety other than acting on his resume.
Finally, all the measurements were taken for costuming and we went to the fabric
store to see what possibilities might exist. Paul, Afton, Allie, and I found many
patterns that will work, so we are going to try to get people to sew quite a few
costumes. We got the bridesmaids dresses, the pantaloon-type to wear prior to the
wedding, the uniforms for the protestors for the opening, and a basic flapper dress
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pattern. We have a list of a few people who are willing to sew, so we can move
toward that.
Feeling overwhelmed I called a parent to see if she could go with my two design
girls and pick out fabric. They headed out today, the 28t\ to get as much as they
could to work with many of the patterns we had found. I hope all will go well
with that. We talked a lot about color before they left, so I hope there will not be
anything too shocking.
On Saturday evening and for a couple of hours yesterday, I went to some of my
favorite vintage and thrift stores to see if I could pick up some costume pieces.
Yeah! I scored about seven dresses, a straw boater, and two pearl necklaces, and
a wedding dress for Hero. I am very excited about what I found. I only wish I
had gone out a few weeks ago as one of the stores said a man was out from the
DC area and basically had picked up all of the twenties things that they had.
Nonetheless, I found a black dress at that store that I think will be nice for both
the masquerade ball and the funeral scene. What is driving me crazy is being
stuck in the theatre on Saturdays when I need to be out and looking for things.
When I send kids out, even with their mothers, they don't come back with stuff.
November 2002
This is when I start to go crazy. The set construction is moving at a snail's pace.
I called a couple of my friends who work in construction to come and help so that
I can see more progress in a day. They helped to complete the center stair area
and worked on the side benches. Students need more guidance throughout the
process that I cannot give to them because I do not have the expertise.
Costumes are moving along thanks to one of my parent volunteers who came and
made sure that each of the patterns to be sewed were cut out and bagged. Afton,
the lead costumer, will call each of the parent volunteers to sew and have them
come to pick up the fabric. They will be beautiful when they are completed.
I started sewing the flapper dresses. I have three bodies completed, and I will
continue to sew the trim as I have the opportunity. A few students helped to mark
darts and do finish work. More mothers have volunteered to take some home.
That is such a blessing.
Afton and I have been vintage store shopping many times. Capitol Hill and
Freemont were good areas to begin to secure some of the men's clothes and many
of the black funeral dresses. We found some cheap flasks and cigarette cases, and
we found some great men's articles. We found Leonato's windowpane suit, tie,
and shirt. We found a wonderful blue pinstripe jacket with little people on the
inside. It will be a great Benedick or Claudio find. We found the second straw
boater (vintage) that Benedick will wear as well as suspenders and bow ties.
They are going to look hip and stylish. We found and wonderful round stool for
$10. 00 that will work for the dressing scene before the wedding. It was a very
profitable trip.
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December 2002
Beginning to be stressed about the details, we made a trip to AMasqerade to see
what they may have to offer. We found a wonderful collection of Italian maskssome Commedia style and others just beautifully handpainted. The owner agreed
to rent them to us for $10.00 each, as long as we protect them. We picked them
out by couple, and we had a great time matching the personality to the mask.
They have a beautiful red jester mask that will work for Benedick and a
corresponding one for Beatrice. That will fit the "Prince's jester" line really well.
We also found an outfit that will work for the messenger, and we ordered the
wigs. They will order them at cost plus shipping and handling. They continue to
treat us quite fairly.
We went searching for Army clothing, determined to save the money that we will
have to pay to rent them from New York, from The Costumer. So, we went to
Sears first to look for combat boots. After two hours of negotiation and working
with a clerk, they are ordered. Then, we found three army jackets in one style and
three army jackets in another. We also found a great Captain hat. But, worrying
if we got the right look, we put them on hold and headed in search of others.
After visiting other places and finding only pea coats, we decided to return to our
original place. With some attention to the pants, we figured they could work.
They also were only $45.00 or less for each one, so that is much cheaper than
renting them. They are very close to the pictures of some of the army officer
uniforms we looked to in our research. We determined that they must all have
patent leather shoes, so we called Gary's Tux Shop and placed an order for them
and also for pants for our Don Pedro who is larger. They are going to donate the
rental to us.
After one really long day, until 3 :30 in the morning, on our hands and knees, we
finished the floor treatment. What a job! But, during the final stages, I had one of
those peculiar feelings that things were finally coming together--that when the
floor is painted, a kind of magic begins to occur. It really was beautiful to stand
at the top of the house and admire our work, even though we had to return just a
few hours later for a technical rehearsal. I long for a technical director.
January 2002
This is the month of details, where every day and every moment counts. The
boots from Sears never arrived and they could not find them in their system, so I
started frantically calling around. After being on the phone for an hour, running
to Capitol Hill, and Seattle, I finally tracked down two pairs. We are going to rent
the third, and though they are slightly different, they are going to have to do.
The dresses are coming along nicely. The seamstresses have been in to fit them to
our ladies, and we have not had any catastrophes yet.
The set is still not complete. Tom Lowe and Andrew Warthen are working very
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hard, but there are so many details to complete. Just when they get the ramps to a
good place, they have to build the entire escape route. It's a very large
undertaking that would never have been possible without Tom!
Off to Michaels I go in search of ivy garland, foam to protect the masks, paint to
highlight the back hedge, and more wood from Home Depot. The building never
seems to end. I went to buy the prop of a dozen red roses and a single yellow one
at Michaels and they I visited one of my favorite consignment stores. They had
some silver glasses that can work on the trays,and I found a white wicker end
table that will go perfectly with the bench. That is good fortune! We also found
decor ribbon for the piano. We found an older waiter in our prop closet, that I had
procured for the last show, and we took two masks and a boa to complete the
project. For the weddings and the funeral, I found a pretty hurricane lamp that
should work beautifully.
Pete Pilkington, the father of the lead costumer, came in and he is finishing the
Conservatory in the center. His work is a marvel. We also discussed the options
for backing windows or further subdividing them, and he came the following day
with cedar strips to finish the job. He spoke about how in the 1920s they did not
have the large panes of glass. The work he completed is truly beautiful.
Don Yanik came by for a visit--to help advise us on finishing issues. There were
just so many little questions that I had, and he gave me ideas for how to paint and
what areas were essential to paint, and how to mask all of the back stage areas.
We also struck two of the original staircases that were in the model, using the
black curtains on the sides instead. We discussed the piano color, and he
suggested a pink or a purple.
After many sample colors on the piano, we elected to paint lavender. But, it
looked really bold! So, we went back to three shades of pink. I elected a softer
pink, and everyone thought I was crazy. But I lived with it for several days, and
then we tried sponging creme over the top. It worked. It gave just a little color
but did not dominate the stage. So, we agreed to use it, and we painted all seven
orchestra chairs and four benches to match. It took two of us an entire eight hour
day to complete the work. They coordinate nicely without being an extension of
the stage tiles. That's good.
Taking several days off of teaching, I managed to make it to the fabric store to
buy the set and pillow fabric for the eavesdropping scene as well as tassels for the
pillows. They will be beautiful, I hope. The sheer fabric should drape very
nicely. Painting is taking forever and getting the ivy on the set should be an easy
job for someone. The rest of the green tissue paper has arrived. The cast can
stuff it in the back hedge.
The costumes have arrived from the Costumer in New York, and they are
beautiful! The dress for Beatrice for the wedding scene is great. The Watch
uniforms are fantastic. They coordinate very well, and they have all of the pieces
individually bagged for the students. They do a very nice job in fitting them to

Morford 120
each student as well.
James Hill's father will be taking the pictures for the lobby, and Allie, one of the
Charleston dancers, suggested the idea of processing the film in Sepia. What a
fabulous idea, with the fabric from the set to frame each shot. The actors who
decorated the lobby did a great job. A little direction and inspiration goes far.
I love the way the material looks on the set. It is such a completion. After hours
of fussing to make sure it is just right, it hangs perfectly. Tom hung the
chandelier today with help from our hot glass teacher. What a marvelous piece! I
can hardly believe how gorgeous it looks. Everyone admires it, and though it
reminds them of a Chihuly, I still think it works with the openness and the design
of the set.
Tom's mom has the refreshments done for the lobby and she is doing roses to sell.
She has been a tremendous help. Without her and Danielle, the costume final
touches would not have been finished. From dying gloves to a lavender color, to
turning a white dress to creme, to redoing the third bride's dress for the ending
scene, to fixing mask ribbons-- I would not have survived without them.
Near the dress rehearsal, we realized that the undergarments for the girls would
not fit under their peach dresses. We, with the advice of Don Yanik, decided to
work with a screen. Tim Lowe came in and built the screen and his mother
picked out the fabric. With changes to blocking happening up until hours before
opening, it turned out to be a great scene--thankfully.
During the hours before opening, the hedge was finally receiving the supports to
allow it to stand freely in front of the stage at an angle. The tombstone was being
finished and painted. The wreath had been created for awhile. The final
cardboard sponging was taking place that we had been unable to complete before
teasers (the fifteen minute scenes we offer to English classes as a preview). I
never wanted to see sponges of pink, white, lavender, and beige, again. Ever.
Rahim Kassamali came in the week before opening and loaned the sound
equipment to us so that the dancers, during their dialogue, were being heard
through microphones. They worked pretty well on opening, but during one show,
they really had a lot of feedback. That is really annoying because it destroys what
was, until that point, a really great moment. I need to learn more about this.
The lights were late on some cues, and as the show progressed, it got better. But I
still have to wonder if maybe we had too many individual cues that followed
actors. That may have been my fault. But, I love the "Love Gods" moment.
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Rehearsal Joumal
Weeks 1-2
Table work on the text.
Skills: breathing at the punctuation, lower the voice to a more resonant realm,
phrasing, choosing an action to play with each beat, emphasizing verbs
and the ends oflines, NO PRONOUNS (although I actually almost made a
case for one the first day, but as it turns out, the rule stands).
October 1, 2002 (pages 1-8)
Interesting choices:
Change "bill" to "guard." It fit the hunting imagery better as a bill was a
weapon and it would never mean that to anyone today. Guard fit the
language better than weapon.
Positives:
Beatrice, Leonato, and the messenger all focused so intently on the text.
Both Beatrice and the messenger are new to this stage, so they were
learning the process for the first time, and they really understood the
strategies, and they seemed to have fun and gain confidence about how to
read the lines and play them as we went.
Spontaneously, I created the phrase "gold medal" "silver" or "bronze" for
great infinitive choices, labeling beats, and impressive comments. They
seemed to feel rewarded for particularly good contributions. I was
particularly impressed by Victor and Eleana's insight into character (they
were helping the three other actors. We didn't even get to their roles).
I commented at one point, "this takes forever," and Scott said, "That's
because you go line by line." Is there any other way? Each word and line
has to communicate or it is a bunch of people talking about something
unintelligible and the audience gets lost. So, I'm counting this as a
positive. I care about the details.
Afterward, Andrew commented, "This was a good rehearsal," and he felt
excited about the characters. I am proud of my casting choices so far.
Improvements needed:
• Pick up the pace! Five pages is all we accomplished in a three hour
rehearsal. Although we did quality work that should read well (if they
remember it all), we didn't get very far.
• Fewer warm up activities.
• I need a Don Pedro.
• I need to try to schedule time for myself before the meeting to read
through the section we will be doing (once again ... even though this
has to be the seventh or eighth time through the whole text, I am still
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gaining understanding).
Solutions needed:
• What do I do with the men being from different regions or countries?
I had originally thought they could hail from various boroughs of
Manhattan, but actually attaching those names within the script is
weird! (Don Pedro of Brooklyn? Signior Benedick of the Bronx?)
and then if they are from those areas, where are their accents, and did
the regions mean in the 1920s what they mean today? Do they need to
be from further away than the five boroughs? What should their ranks
be?
• What does Beatrice mean when she says "killed" and "eaten?" She
doesn't really mean to eat human beings, so what is this?
• We are changing to a female messenger. Should she be ma'am or
madam?
Funny Things:
Beatrice said, "Do I put a 'Digorno" there, instead of "caesura," as if a
caesura were some type of topping for pizza. It was interesting to see
where this fit in her schema. Kids are always hungry.
October 2, 2002 (pages 8-13)
Positives:
The students are quite intent to do the best they possibly can. That's
pleasurable. Benedick and Claudio are working together very well.
Improvements needed:
I need to try to get partners working together in a separate space and then
come to the table together with verbs chosen and phrasing done, and then I
can listen to them read and hear if it is working rather than make choices
for them so rapidly on the spot.
Funny Things:
As Claudio and Benedick were working through the beat "You Dig My
Woman?," and were working through the line "Can the world buy such a
jewel?," Benedick responds, "Yea, and a case to put it into." So, Claudio
chooses the verb, to adore. And then Benedick chooses the verb, to stifle-at which time my actor Claudio says, "Ow, that hurts my balls."
October 3, 2002 (pages 13-21)
Conrade was absent (Alex Straight)
Interesting choices:
I really want to stick with the rehearsal schedule as closely as possible
(now that I'm already 20 some pages behind), so the stage manager is

Morford 123
calling all of the students who need to plan to attend rehearsal tomorrow
or a special session on Saturday (because I already have technical kids). I
really hope this detailed work with the text pays specific dividends to
really understanding the scene for blocking and later delivery oflines.
Positives:
Today was the first day with verse! Don Pedro has some of the best lines
about love in the show. It was fun to work with Claudio. This is his first
bigger role, and he is working really hard to make sure he is understanding
and reading to my satisfaction and to his own satisfaction.
I had to break two students tonight of pronouns: Don John and Borachio.
I'm sure that it will take more effort, but it's a start.
The students were all so happy to be here. A couple came to watch even
though they had no lines to read. They are so into discovering their
characters. I was particularly impressed by Ursula and by Don John
tonight. Eric, the boy playing Don John, is so nervous and eager to
understand. I'm so proud of him because he said he would never have
done it ifl hadn't told him that he really needed to be at auditions.
Solutions needed:
I still need a Don Pedro, although I tried to talk Elliott (the stage manager)
into thinking about it. He has acted on the stage in two past productions,
but he is still so shy.
October 4, 2002 (22-32)
Interesting choices:
I decided to keep a part between Beatrice and Leonato that I had intended
to cut. The description of Benedick worked well with my Leonato, so, I
liked the balance he gave to it and kept it.
I did not have enough men to cover the part of Balthasar, so I'm going to
change the dance scene between Balthasar and Margaret to Borachio and
Margaret. This makes much sense because, later in Borachio's defense
before Leonato, he reveals that he loves her. And, I will have Brent (an
extra/techie guy) play the part, as a Butler, with Ursula, since this show
will not have an Antonio.
As we are working the text, one question I find myself asking is, "What
are you doing here?" That seems to get them to look at action, rather than
the more intellectual character analysis. Saying the infinitive before
reading the line keeps them focused on tone and strategy for reading.
Positives:
This was my first rehearsal on a Friday afternoon and no one complained
(but me, secretly). I dreaded three hours of text work on an afternoon, but
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we moved well through it and got done right on time so we could all
attend the ballet together.
Beatrice has some of my favorite lines: "not till God make men of some
other metal than earth," and "I'll none. Adam's sons are my brethren, and
truly, I hold it a sin to match in my kindred." Her wit is catching, and my
Beatrice is finding the humor. This is the first show she has done on our
stage, and so far, I am so glad to have her.
Don John is doing quite well in taking direction. He works well with the
verbs that he chooses, and he adapts them in interesting ways; I can feel
the villainy already.
Solutions needed:
What kind of masks are we going to have for the masked ball?
We need to get the music decided, so I can hire the choreographer.
Funny Things:
All of the boys knew the phrase, "beat the post," so I learned something
new today and a few other phrases I didn't know about for the same
behavior.
October 8-9 (33-60)
Skills:
Today I found myself really emphasizing the sound of nouns, of making
them really sound like what they mean. Making tickling sound like
tickling and wind really come off light and airy. I also worked with Hero
quite a bit on keeping her voice lower. The more excited she gets, the
higher her voice raises. I also remembered Wes' advice from Teaching
Young Actors--about playing against the most obvious way to read
something. If it's love, one cannot play sappiness for an entire speech.
So, with Hero, in the eavesdropping scene, she cannot play cute and coy
the entire time. She has to find variety.
Interesting choices:
Benedick's monologues are so long, so we scheduled a different session
for working with them. This is such a good challenge for my Benedick,
and I know he will rise to the occasion. He is also working to collect
sound and music for the show. We will discuss all of this on Friday.
Positives:
Verse! Yeah! My combination of Hero and Ursula is a nice contrast, in
height, looks, and voice. There are challenging lines, but it is fun to work
with the poetry. Kick the box, used in actuality or metaphorically, works!
It's a great tool for emphasizing the final word. In Beatrice's speech, she
has some extra syllables as she's thrown off by the need to requite
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Benedick's love. The extras fall twice on "thee" at the end of the line. It
should emphasize her change and her giddiness and surprise.
Students are getting better at matching acting verbs to their lines. They
came up with better ones tonight.
The stage managers are calling everyone, as we will have to make up text
work on Saturday because we cannot keep up with the schedule. This will
enable us to start blocking on time.
Improvements needed:
It is still taking forever, but I do continue to hope it pays off when they
continue to read it aloud as we block.
Solutions needed:
I may want a fight choreographer just to work with some of Benedick's
physicality and with the challenge between Benedick and Claudio.
Funny Things:
Nothing was funny to.night. Four of my students entered our student store
right before rehearsal started. They were caught attempting to steal things,
and they now face disciplinary action. I had to have each one call their
parents, have them picked up, and they were not at rehearsal and will
probably be suspended. I think they will continue to be allowed to be in
the show--that will be up to their parents. Kids are so stupid sometimes.
The rest of the cast felt the weight, and I hope none of them will
jeopardize the reputation of the theatre or themselves again.
October 10-11, 2002 (women, watch, wedding)
Hero/Mika-late (more than thirty minutes)
Don Pedro/Cameron (absent, no call)
Ursula/Eleana (absent, no call)
ClaudioNictor (suspended)
Verges/Tom (suspended)
Margaret/Sam (suspended)
Positives:
I worked individually with Benedick on his long monologues. I think we
found some voice variety and the shifts within the monologues. It is
difficult to communicate the need for variety, but I worked with him on
shifting between a lower and a higher vocal range.
I enjoyed having Mr. Sovde (the Friar), our vice principal around. I
enjoyed watching his verb process at work. His verbs were much more
metaphorical and supported the entire beat rather than just a section (to
carry and to shield in the section where the Friar is defending Hero to
Leonato ). I also liked hearing one student respond to his idea to play the
Friar drunk (an inane idea). He said to him, "That would undermine his
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credibility." I couldn't have agreed with the student more.
I also realized, by the questions he is asking. that he doesn't know the
show very well; so, I don't need to credit his thoughts as much as I tend to
do. He was a working actor before being a principal, so for some reason, I
guess I thought he might have some insight. But, after the hundreds of
hours of research I have done, I really do know the show better than
anyone with whom I am working.
Improvements needed:
All students need to be at rehearsal! One stage manager needs to be at the
table at all times.
Solutions needed:
I had a horrible interaction with my Hero after the rehearsal. She was
sitting at the table long after we had finished, and when I asked her what
was wrong, she proceeded to tell me how much she doesn't like my style
of not allowing students to direct each other or to comment on how things
are done. She wants a more collaborative approach. She was extremely
offended that I listened to what Mr. Sovde had to say and that I don't let
students do that. She really felt that all actors should be treated equally.
Tomorrow, I have to let her know how inappropriate her interaction was
with me, and if she really dislikes the way I direct that much, then I need
to encourage her to drop the show (a decision reached after talking to a
therapist and my director friends). I was really hurt by her accusations
because I know I still have a lot to learn, but theatre is collaborative in
many ways, but it's not collaborative in how people read lines. That is a
decision between the director and the actor.
I need to take a vocal class. It would give me more options for
communicating with actors.
Before rehearsals begin, have stage managers announce the goals, and do
a check for absent people. Call them immediately.
Tonight was trying, especially at the end of rehearsal when most students
wanted to go before rehearsal was over. Even my stage managers were
begging to go. This is not okay. Too many people were up and down
from the table. I must fix that. I have spent far too much time analyzing a
few minutes of conversation with Mika. I need to put it to rest.
October 15-17, 2002
(Ursula missed Wednesday rehearsal, and she received this as her only warning.)
(Ursula, on Thursday, was given a warning for leaving the stage and had to be
told that she could not leave rehearsal. The stage manager had to talk to
her about her attitude).
(Hero was given the warning on Tuesday that if she was not on time that her
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understudy would be playing the role for the day.)
(Hero missed Wednesday rehearsal due to an appointment, but she managed to
come in to talk to Afton and then she left without any words to me).
(Hero was twenty minutes late today, so her understudy was playing her role.
When I told her that, she said she would just go home. I told her if she
did, then she forfeited the role.)
(Hero needs to tum in her contract, or, she will not be playing the role).
Interesting choices:
I am playing with Beatrice being an extremely independent woman, one
who leads a protest march against men in the opening. I think this will
really set her character straight from the beginning. She and her friends
square off against Benedick and Claudio. It has potential.
Positives:
I will start each blocking with a read through of all of the pages. This will
ground my thoughts, and it will give me time to focus on the reading of
the lines and what they sound like before they start moving around on the
stage.
It also has the secondary benefit of making sure every single person who
is called for rehearsal is actually present and it really makes them look
foolish when they are late.

They are working on NO PRONOUNS!
Improvements needed:
It is difficult to get all students at every rehearsal and to have students
invest energy in understanding what is going on with the other actors.
Stage manners!
Working on the text over and over to make it sound natural is necessary.
They still have their noses in the book and are glued to each word and how
to read it. They must get with each other and really practice.
Solutions needed:
Work on music (talk to Mr. Backus)! Get the choreographer hired! Write
the letter to Dr. Riley for funding. Get a makeup artist in to write a list of
makeup so it can be found at a discount. Call Don Yanik about looking at
our set plans and the model.
Funny Things:
"Beat the post" is a line Benedick enjoys. We had great fun with a little
bit between he and Don Pedro with a bird. Scott was pretending to mock
Claudio and when he turned around and spoke, the idea grew of the
exchange between the two of them with a little bird. It was a good
moment.
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October 18-24, 2002
Interesting choices:
We worked to refine the opening entrance of Beatrice and the
demonstrators who have been out fighting for a cause. I took the "Sigh
No More Ladies" song and turned it into a chant against men, marriage,
and traditional womanhood. I'm still wondering if it will work with the
piece as a whole, but it definitely establishes the differences between
Beatrice and Hero right away.
In trying to establish the scene for the women eavesdropping, I had them
walk around the atrium and engage in activities, so I could think with them
and envision possibilities. I lit upon an idea to have Hero painting on an
easel when Margaret shows up to work on trimming the hedges and
watering them. (Who knows if the hedge will work with fake flowers?)
But, I placed Margaret downstage working with the flowers and Hero
upstage painting a picture on the easel. Later in the scene, when we began
to block the section with them talking about Benedick's features, I got the
idea to have Hero return to the easel with the idea to sketch a man, and
then when the play says that Beatrice will "spell him backward," to
destroy the image. Then, when the eavesdropping scene is over, Beatrice
comes to pick up the paper and she talks to it as she ponders what she has
heard. Today, it was all an idea; we'll see if it will work with the actual
props. But, it was fun discovering it.
When the play script said there is music, and the men are listening to it
and singing about love, I got the idea for another environmental shift. I
didn't want any furniture on stage, so the idea of pillows had come up in
an earlier design meeting. So, I came up with the idea to place Benedick
down right in a pile of pillows, bemoaning the fact that Claudio has fallen
in love. Meanwhile, he can ponder his own response as to what the
perfect woman is like. I want to light the scene with luminaries around the
back area, and to have a luminary in the pillow area. It will provide the
necessary warmth and relaxation for the theme of love. Yeah! That
makes me excited to conceptualize that scene with lighting.
Positives:
For better or for worse, I did not kick Hero out of the show. Actually, on
Tuesday I did because she did not have her contract signed and with her. I
told her that I had had enough, and that missing Friday's rehearsal
combined with a terrible attitude all week had made me not want to
continue to work with her. She, of course, didn't want to hear it, and as it
turns out, she was not on the original rehearsal schedule (even though her
understudy seemed to know that she needed to be there). So, I gave her
one chance to meet me at noon on Wednesday with her mother. She came
with the contact signed but would not agree to do what I asked when I
asked for it. It took far too much discussion, but finally, her mother
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helped her to see that the director is much like a manager or boss and she
has to cooperate or she cannot continue to work. It was unbelievably
frustrating. She really thinks that I should explain why I want something
done before she will be willing to do it. You can imagine how well I took
that. So, in the middle of the meeting, I told her I was done and she would
not have a role because she fails to see the hierarchy in the theatre and
why it is necessary. Her mother told her she had better say something or
she was leaving too; so, she finally agreed to play the role and listen to me
and do what I ask of her (How pathetic is that?). I told her that she had to
agree to walking the tightrope and that any bad choices would result in
being finished with this role. So, she agreed to it. I talked to Bethany
Bereman and she said I have to maintain a "no tolerance" policy from here
on out, and that it will be difficult to define. I'm sure that's true. Mika
was great for a couple of rehearsals and then started to pick at her feet
rather than act, so I hope I will not regret the decision to give her another
chance. I explained to her that she had better see the show, and continuing
in it as a gift, because I certainly didn't have to grant it to her. I really do
believe she is the better actor, so I hope it is worth all of this.
I am really pleased with how well the rehearsal went for being off book
for Act One. We took one time through quickly, just trying to get the lines
out and review and make sure we had blocking straight. Then we ran it
again, with a fine for each time they had to call line. That was an
incentive we set at an earlier meeting. I think it lends a tone of seriousness
to the process, and that is better than it has been in the past.
Improvements needed:
Actors need to behave when they are not on the stage. They cannot be
destroying things in the dressing room.
I need to be able to have time to work with small parts of scenes. I need to
continue to look for ways to make that happen. I need to check the
rehearsal schedule to make sure that we have small enough parts set aside
in the future to work the details of blocking and the language.
Solutions needed:
I need a lighting designer! I need to get some help with set building.

Funny Things:
Scott (Benedick) came up with a couple of fun moments in the
eavesdropping scene. For instance, after I asked him to take the pillow
with him, he found a way to hide alongside a place by the wall that will be
great. He has good comic timing.

October 25, 2002
Today was the first day off book. This is the first year that we are
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instituting fines for not knowing lines on the day they are due. They are
$.10 a line for the first run through. It was a group idea in order to support
a more serious attitude toward our work and calendar goals. It seems to
have worked for many and the others will work harder next time.
We warmed up, gave them ten minutes on stage to work independently or
with scene partners, and then we ran the Act. It is always painful because
intonation, character, and a lot of the blocking goes right out the window
because they are so focused on knowing their lines.
One stage manager called each line that was not exactly right. Another
stage manager called out blocking when it was missed, and I tried to keep
my mouth shut (I always want to fix things and sometimes it's important
to just get through it). I read out notes to another stage manager of items
that we need for the scenes. Someday I would love to just direct and not
be in charge of every aspect of production.
October 29 (Act II, III)
Positives:
The section with Benedick begging to be sent anywhere out of Beatrice's
presence is coming together well. We found more "little moments" of
blocking Gumping on Don Pedro's back, using the edge of stage as the pit
of hell, trying to drag Don Pedro with him, and turning to find Beatrice)
that should be entertaining.
I like the small "wooing" scene between Don Pedro and Beatrice. It's
sweet in a way, and yet Beatrice still maintains her strength, resolve, and
control of her life.
The conception of the eavesdropping plan, the "We are the only lovegods" moment is improving. It can still be more honest.
Benedick, after the eavesdropping scene, particularly when Beatrice is
called for, found a moment on the ground where he is trying to act sexy
with her. It's funny. Then we worked with her placement and her getting
close to his groin area. I think it's working.
The girl side of the eavesdropping scene is much better. Hero has energy
and I liked being able to play with the easel and actually drawing the
picture. We will have to continue to work with it, but it could produce
nice comedy of moving from womanly reflection, to trapping, to
Beatrice's being "caught." She runs off with the picture of Benedick. It
would be funny if something from that drawing could make it back into
the show somewhere.
Beatrice is adorable! When she takes the picture and runs out, it's a great
moment. I still need to work more with her in building up the "What fire
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is in my ears?" Does she lose her fierceness all at once? Do we see this
happening as she is eavesdropping? Again, more of the set would really
help with this.
The "toothache" part with the guys has some personality. But, it can use
more!
Improvements needed:
This schedule is working much better. We block it and return to it right
away, and then the next time we meet it has to be off book. Students still
have trouble remembering their blocking even though I have been
checking that they are making better notes. Fortunately, I am better at
remembering and storing in my mind the "pictures" that I like and don't
want to lose. Stage managers are better, but they still need to be able to
record more detail.
The start of Act II is a bit slow, but I hope once the balcony is built this
scene with Leonato and Ursula up above and Hero and Beatrice down
below will work. It's difficult to tell right now.
It is a challenge to really hear each word that is being spoken. They are
not doing enough reading on their own at home. They are still struggling
to really phrase the lines well.
I'm wondering if the teasing of Beatrice and Hero pushing her will work.
I want it to read like a little "family moment." I'll have to keep that
phrase in mind.
Right now, we are just working on the dialogue with the Masquerade Ball,
and we will refine the scene as the dancing is added. At the end of this, a
chorus line of girls will dance the Charleston (I think this idea is very fun
for the 1920s).
Don John is sluggish enough, but I hope, in his brooding, that he will still
be animated enough to be interesting. I am still not really pleased with the
blocking for the Conrade, Borachio, Don John section. They will be on
the ramp up above, and it will be easier when it exists. I worked a lot with
Borachio on being the "man of the hour," the braggart, who will save the
day. He just speaks too quickly. I will continue to work with him. I am
still trying to understand who Conrade is. Later, she is the one who calls
Dogberry "ass." Perhaps, until that moment, she is the quiet one, more of
the follower ... I don't know yet. I need to get more clarity on Borachio
and Conrade's relationship. To Don John, she seems to be more of the
peacemaker.
The scarf scene of giving over Hero to Claudio is still awkward. The
timing is what needs to be worked with. The sentiment, silence, and
awkwardness of the moment work. It's working up to that moment that is
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giving me trouble.
Benedick needs to find more with the description of each woman. At this
point, I am suggesting that he place each one before him, like a model he
is shaping according to his own desires. He's still railing against
marriage, but he is thinking about what it would take for him to fall in love
as Claudio has done.
Without much of the set built, the eavesdropping scene is not working
very well. We will have to do more with it when there is more to hide
behind. I can't get myself in the moment yet with these guys. Claudio
will be the more active one, the one checking out how the plan is going,
and to what Benedick is reacting.
Ursula's "pleasant'st angling" speech is beautiful verse, some of the best
in the show, and she is not speaking it "out." I wish I knew more ways to
help her with it. Her volume level is much too quiet. Hero and Ursula
need this to be very playful!
The buildup to intermission with Don John, Claudio, and Don Pedro has to
be stronger or everyone will go home.
Solutions needed:
Claudio needs a song to sing with "Sigh No More, Ladies." It doesn't
have to be great. In fact, he feels terribly about it. Could any of James'
friends help us with this or the piano player that Mr. Backus was talking
about, or Mr. Backus?
October 30, 2002
We blocked the wedding scene. It was so many people on stage, but I got
the main blocking figured out. It took awhile just to get the processional
of people into the wedding figured out, and the extras were not all there,
so we will have to get them at future rehearsals. The Priest kept trying to
move from the center, and I was uncomfortable with it. It finally came
down to a shared space between Leonato, as man of the house, and the
priest. I really like parts of what we created, but I know we will continue
to work with it (i.e., how to get the guests out, more of their motivation for
leaving, and how to deal with the Benedick and Beatrice moment after
this). Everything becomes crowded in the middle, so we are going to have
to work with widening the benches in the foreground. I hope it is not a
bad choice to take the priest upstage.
Tomorrow we take the night off for Halloween, my birthday (well at least
from rehearsal). The kids are going to dress up and take photos with the
children with some of the set pieces left over from Dracula.
November 1, 2002
This is Act II, off book, our second rehearsal doing this. The goal is to get
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through it once, without too many interruptions and then to refine it. We
will see if we can do that.
They struggled, but they got through it. Benedick loses all character when
he is struggling for lines, and he needs to get better at listening and taking
direction as he works--especially if he wants to go to Comish. Beatrice is
struggling to remember some of her lines, but it is clear she has been
working with them. The lines for the Masquerade Ball went just fine.
Don Pedro needs to enunciate! He also did not know the majority of his
lines!
,We are going to have luminaries for the men's eavesdropping scene, and
that should be interesting.
For being off book, it went pretty well. I am always a little disappointed
when they first get off book, but if I look back to the first play I directed
1984, then we are doing much better. At least those dates are on the
schedule and we are trying to reach them.
November 5, 2002
We worked with the Watch examining the criminals. We worked with the
movement into the scene and getting down to business.
We worked with the interaction between Conrade and Borachio and how
Dogberry and Verges would move around them. Conrade and Borachio
are really working well together. With Dogberry, we worked on setting
each of his bragging moments apart from one another. He is a great actor.
He is able to really work with the text and make choices as he acts. I like
that.
We then ran Act IV. A lot of the wedding scene blocking was forgotten,
so we worked to bring it back. We also found some more solemn
moments between Hero and Claudio. We worked with the antithesis. We
found the right moment to get some of the crowd off the stage and we
refined the exit of the men from the scene, leaving Margaret and Beatrice
with Hero.
We finessed the moment between Benedick and Beatrice after everyone
leaves them alone after the wedding. We found more moments of
retreating and rejoining. I like the moment where Benedick stands on the
bench to declare his love. I like the physical moments of pain that
Beatrice inflicts upon Benedick. She is definitely taking out her anger and
aggression on him. So when she declares, she wishes she were a man, it
should read well--for both truthfulness and irony, that she behaves much
like one already. Lyn is still forgetting where some of the blocking goes
with the words, but she will get it. Scott still likes to do what he wants
when he wants and he loses moments. I called him on a couple of them
and we found our way back to them.
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Solutions needed:
Which table are we going to use for the watch, and what will be "record"
for recording examinations look like?
Where was Ursula in the wedding scene? When does she leave the stage?
Why didn't I notice any of this during rehearsal? Was she absent?
November 6-7, 2002
These are the final two days of initial blocking. We read the pages first
and then brought them to life. That strategy has worked pretty well for the
days when we come in to block a scene. Read them first and then take
blocking as we work through the scene together. It gives us all focus.
We made good choices to have the second wedding scene without
benches, to establish a more private type of wedding devoid of the original
formality. It will read like a round two version of the first wedding in that
the music will be the same (I think this is a good choice, but I'm still
thinking about it).
At the start of the Act V, we will have Ursula and Leonato up in the
gazebo. Hopefully that will help distract attention from removing the
table from the prison and bringing back the table for the morning scene
between Ursula and Leonato.
We worked through some general patterns that we will refine in the fight
between Ursula/Leonato and Claudio/Don Pedro. This has to emphasize
the difference between the old and the young. There was a start tonight of
Don Pedro and Claudio reading their lines to Benedick in a teasing
manner, but they are still struggling to read the lines well. There are so
many entrances and exits toward the end, so we really worked on the
timing of these parts and from whence everyone should come. There is
another large scene when Leonato, Don Pedro, Claudio, the Chief/Sexton,
Dogberry, Verges, and Ursula are on stage and the watch is up above. It
took a little bit of struggling to get people in appropriate places for the
lines to be spoken, but it was a good start.
I really like the start of the wooing scene with Margaret helping Benedick.
Margaret has a sweet and charming, yet strikingly beautiful appearance.
She and Benedick play well together. We experimented with movement
underneath the balconies today, using the poles. The corners of the set are
definitely anchored up above and down below. I think I understand the
importance Hodge gives to them. It allows the actors to more naturally
use the entire stage. Margaret uses it here, and Benedick and Claudio use
the other side as well as the piano in the scenes with the orchestra. There
are still so many choices to be made in terms of finishing the decor for the
set. But, I like using the pole and how it can be as if she is below, in the
servant quarters. I also really like the movement into and out of the
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"monument/burying Hero" scene. It can be a very tender moment for
Claudio before his reunion with Hero.
We got the final wedding scene started (it still feels like there are not
enough people to create mingling). I have to figure out what is going to be
happening when Benedick comers the Priest and tells him that he wants to
get married.
We are going to end with "Yes, Sir, That's My Baby." I'm so pleased
with the choice. It was such a fun discovery to just be reading the music
book and thinking about characters, and then ... there it is!
Ask Don Yanik about borrowing the furniture he suggested he had from
his show, "The Importance of Being Ernest."
November 8, 2002
(Ursula is refusing to pay her fine because she says she has no money. It
might be time for a contract review for her. She is late and her attitude on
stage is not good. I need to learn how to motivate through this rather than
seeing it as an obstacle and dreading it. I had a stage manager talk to her
during rehearsal and that seemed to help some, but she needs to have a
good attitude.)
Today was the big day to work Act III, off book. They are coming with
more energy for the first day off book and more tension. I think that is
good because it shows that they care.
I was a bit excited to see how the original blocking with the artwork and
the easel would work and if I would still like it as much as I originally did.
I think I do. We have to find the right kind of pens so that they can easily
be seen from the audience, but I really like it. Hero carries the energy of
the scene, and Ursula cooperates. Ursula needs to find her own presence
in the scene. She needs to be watching Hero and showing more agreement
and more joy in the play that is going on between them. The end "picture"
before they go in is good. It's difficult to see where Ursula will be
standing during all of this. Sometimes I wish actors would give more and
find more to do in their character while we are playing together.
The bit before intermission, with Don John, we worked a few times. It
still needs sound effects and more intensity.
The Dogberry part works because of him, but all of the watch need to find
more of their own personalities. One is dumb, the other is bossy and yet
afraid, and the other is sleepy. This is a start. Conrade and Borachio were
the shining moment of the evening. They knew their lines and were
working to find new moments for their characters. The timing of their
entrance and the entry over the back wall is great.
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The final scene in this act is the preparation for the wedding day. They are
going to be acting in front of a full length mirror. This is Margaret's scene
and how we really get to know her before Benedick asks her help to woo
Beatrice. So, in this scene I really want to reinforce her hope that the two
of them will marry. She does have ample room for teasing Beatrice. Hero
does have moments of foreboding here, where she feels like something
bad is about to happen. In the scene, I'm not thinking that she will have
gloves. What will she have? Her wedding dress has long sleeves.
The little scene of Dogberry and Verges being tedious with Leonato is
funny. It's a nice comic moment before the big failure of a wedding.
November 12, 2002
Interesting choices:
The watch, particularly Conrade and Borachio, were two of the actors who
were really giving something to the role with which I could work. We
found a nice moment where Dogberry says they were in a "tale" and I
found a way for Conrade to be sitting on top of Borachio whom she has
knocked over. Playing the pun and also playing opposite the gender role
has been fun. It reminded me of a moment in summer where we were
playing against the grain of the shortness of Hermia and the height of
Helena (because I certainly am not a tall enough personage to play the
traditional Helena, so we worked against the text with blocking on boxes,
etc.).
This is also the case with Benedick and Beatrice. She is the stronger one,
and Benedick takes quite the beating from her. Watching it today and
having a few new people in the audience (lighting designers and alumni),
made me realize that some of the things are working quite well. When
they are off book, and the set is built, we will be able to do so much more,
but it is a very good start.
I experienced again the beauty of the mass and space concept that we
learned in directing. It is powerful to see Leonato against everyone in the
room, with the Friar hovering in the middle. His isolation, spatially,
speaks volumes to an audience even if they do not hear his every word.
We found a nice moment with Margaret and Beatrice that forms a nice
bridge between the wedding scene and Benedick and Beatrice being alone.
With some confidence from Margaret, it should work.
I really like how on many occasions, groups of males are standing against
groups of females or the young versus the old, etc. In the opening scene
with Beatrice and her protestors, in the wedding with the attendants, at the
sonnet scene at the end when they are playing keep away. The blocking
reinforces many of the conflicts within the show. That makes me happy.
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Oh, and I think the funeral scene will be really beautiful and poignantly
affectionate. I really like the blocking for this scene. It started with a
good vision with the gravestone and the wreath, and it blocked itself so
easily. I still want to add a little dance with Claudio's song. The peach
handkerchiefs will be of the same color that the bridesmaids wore for the
wedding. It will be the essence of her beauty and hope that died at the
wedding.
Positives:
In the wedding scene, Claudio is finding more emotion. He found more
variety in playing the antithesis that we were talking about during the last
rehearsal. "Foul" and "fair," "pure impiety" and "impious purity," were
things he is becoming more able to emphasize. Then, as he could hear it
for himself, I could add small things in the blocking to underscore the
antithesis.
The exit of the wedding scene and the timing of Hero's swooning are
getting better. She always wants to wait, and she need to do it right away.
The watch worked on some timing issues as well.
Today the Sexton became the Chief because a Sexton was an outdate role
for the 1920s. Church and state have been separated, so the law and the
church have little to do with one another.
Improvements needed:
The environment of the theatre is terrible. There is far too much talking
and not enough "giving" on stage. One of my seniors from last year, who
is now at Comish, and I were talking afterward. I was asking him about
the resistance I'm getting and he talked about how many of them just
don't have a clue why they are there, and that's true. At Comish, he says
that when a note is given or direction is given, it's "yes, and ... " It's
equivalent perhaps to teaching AP English or remedial. I want to work
with some advanced students. I feel like I've been sent to detention
sometimes and I'm doing my time in hopes of getting out some day. I'm
just tired of feeling like I'm dragging them somewhere.
I have got to emphasize with them, SOMEHOW, that the work that is
going on in the moment, on the stage, is the most important thing in the
world and that anything other than that is an unwarranted distraction that
has to end. I can't take that much noise going on around me when I'm
trying to work. IT HAS TO END!
All actors are too quiet. I need to help them learn to project. How do I do
that?
Scott/Benedick wants to rely on his memory and his talent rather than
write anything down. He rolled his eyes each time I asked him to note
something. He would begin to argue and then I would have to remind him
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that ifhe had it down, we wouldn't be pausing to discuss it. His lack of
discipline is pathetic.
Solutiqns needed:
Send an email to Mr. Sovde, the Priest, and find out why he was not at
rehearsal. We must have him for the next run through.
I need to write a contract for Elena (maybe ... or I can just get rid of her
because she is already on one). What she did was absolutely unacceptable
tonight and I will not tolerate it. She admitted that she was two minutes
late, but then she wanted to argue with me about it. So, I sent her home.
Then she wanted to stay around and talk to Mika about it. No, no, no. So,
I sent her out and then announced to the whole cast why she wouldn't be
there and that I would not tolerate any talking back. Period.
Planning for stage combat: Benedick, Claudio, Don Pedro scene; Beatrice
and Benedick scene; men eavesdropping scene.
I must sit down with Mr. Backus. I have to have a firm commitment and
soon! The play will be here before we know it. I also need to talk to Ms.
Fowler about helping with some of the vocal songs.
Prop: money bag that Leonato gives to Dogberry and handcuffs and what
ties Conrade and Borachio together.
The scene between Margaret and Benedick has to be overdone (I really
think so, and I need to figure out why), and Benedick has to come
desperate to fall in love with Beatrice. It is a wooing scene, so I'm
wondering (actually, I just conceived it) ifhe could come dressed as the
jester. That could tum the previous masquerade ball into a joke that has
become endearing between the two of them. We are going to have to try
that. Maybe.
How do we increase the festivity of the final wedding scene?
Funny Things:
"Ass" is such a funny word. It makes everyone laugh every time, and the
second best line in the show is "a pretty a piece of flesh as any in
Manhattan;" now that's quality writing!
November 13, 2002
This is the first rehearsal my students spent with the choreographer. She,
Taryn Darr, is an actor/choreographer whom I met through a woman who
stage manages at Village Kidstage. She is full of life and energy; she
works the students hard. I really like the initial work she did with the line
of girl dancers.
While she worked on this, I was able to refine the opening of Act V with
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Ursula and Leonato. Ursula is such a difficult actor to work with because
she isn't giving anything out. She just thinks being beautiful is enough.
She also complains about not knowing how an older woman would act. I
encouraged her to rent some movies and to observe the behavior of classy,
confident women.
So, I worked to help her to understand is the opposite tension going on
between herself and Leonato. In this scene, he is refusing to be cheered
up; he is "mourning" the loss of his daughter (more realistically, he is still
puzzled about how the entire plot will work itself out). She, on the other
hand, is the cheerful and positive one who must look for a way to comfort
her brother. She began to find more energy and personality when we were
blocking the scene where it is the elders against the young people-- she
and Leonato against Don Pedro and Claudio, but that scene has a long way
to go.
The girls learned the basics of a Charleston dance, and it will look good.
November 14, 2002
Interesting choices:
Today I made the choice to begin rehearsal with a "talk." I decided that I
could not endure another day that I had given up hope and I wouldn't go
on unless we were all on the same page and willing to work in the same
direction.
I started the "talk" by expressing my frustration about the level of
commitment to what is actually happening on the stage during rehearsal. I
expressed my frustration with actors in a scene looking off stage to see
what is happening rather than finding what is within the scene. I
challenged them to see the acting space as sacred, something to be
hallowed and respected.
When I asked them for comments, nobody wanted to speak. My stage
manager started by thanking them, and so it turned first in the direction of
everyone defending their commitment and defending why they wanted to
continue to do things their way, that they need a place to unwind and
relax. I am dumbfounded sometimes at how little they want to give in
order to make something happen.
Of course, my Ursula, whom I sent home yesterday for talking back to me,
had to say that theatre wasn't fun anymore and that I was being too
demanding. So, I let them speak for awhile and kept challenging them
with questions. One of the recurring themes was, "we're high school
students," and I kept responding with, "What does that mean?" "Does that
mean you aren't capable of rising to a challenge?" I gave them the
analogy of the football team and how I doubt any of them sat on the field
and relaxed during practice. Football analogies don't work at all with
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artists. Then, they were defending how different we are from them. But,
we finally got to the word "intensity" and that seemed to be something
they would buy-- that they can bring intensity into the theatre to live in the
moment.
We talked for two hours (I finally asked for the time and I could not
believe how much time had passed). But, we did go from them fighting
against me to forming some ldnd of resolve and cohesion as a group. At
least, a more professional atmosphere has become established. I did ask
them, at one point, if I should tell the administration to stop work on the
4.5 million dollar theatre because they just wanted to hang out and have
fun so the black box would be good enough. That shut them up for
awhile.
Toward the end, I lit a candle. I asked them to consider the candle's flame
as the light of creativity in production. I asked them to stare into the
candle and speak words that would help us to light the way toward
bringing "Much Ado" to life. They spoke words reviewing what had
happened in the evening, and they challenged each other to new behavior
and new ways of working. I hope it lasts.
One of my students, who had recently been at a Comish information
meeting, had partaken of a time when the candle was lit for ten minutes
and they are to do nothing but focus on the flame. The only thing they can
do is swallow. I didn't think they could do it, given that when we were
speaking phrases, every few times they would be off on a tangent talking
about something and I'd have to draw them back into the purpose. I called
them on their behavior--pointing out their inability to stay in the moment
long enough to create something meaningful. But, they did, and when it
was over, they started to move. When I asked them to hold and come
back together, they did and they waited for the instructions. Elliott gave
them five minutes to places and they actually did it, and when time was
called to start the show, a pin drop could have been heard. It is the
quietest rehearsal that I have participated in since I have been directing at
Sammamish.
We started the run through of Act Four at 8:30 and we finished it at 9:05.
It was beautiful. People were in character; they were finding reactions;
they actually looked like they cared. At the end, all I had to say was thank
you! I knew they were capable of rising to the occasion, but until tonight,
I had not refused to move on until something changed. I am learning the
value of confrontation and honesty and working through the issues.
Telling them what to do does not work very well. Trying to reason with
them and persuade them does not work well. Getting stage managers to
create change does not work very well. What they needed was to connect
to each other and see themselves as creating it together.
I am very grateful for tonight. I told them that I was going to keep the
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candle lit during the rehearsal and we would blow it out after notes. So, I
came up with and instituted the tradition that whoever found the newest
and most interesting moments for the evening would have the privilege of
blowing out the candle. I gave the honor to Mika tonight for beginning to
find some honest reaction to Claudio. She was so joyful and proclaimed,
"It's my birthday all over again." I was pleased that she was happy and
everyone applauded her. I am glad to see us moving in a positive
direction.
I must email the woman who is volunteering as a stage manager and let
her know that her words today in an email made sense to me, that we were
not functioning as a cohesive group, that we had not come together to
focus on the same work. I took that to heart and felt inspired also by her
challenge to not lower my standards and to prepare them for the move into
the new facility. I am very pleased that tonight inspired something new in
them. The challenge will be to make it last.
Positives:
With the watch bringing in the stool and cushion for the "chief' (since a
Sexton would not exist in 1920), we found more comic timing with the
placement of each object. We still need the set to be done to get the
timing complete.
Claudio and Hero are showing more intensity in the rejection at the
wedding scene. Margaret found some nice moments of comforting
Beatrice, and we found a better transition between Margaret's exit, leaving
Beatrice alone with Benedick, and the motivation for more of Beatrice
hiding her crying tears from Benedick.
The relationship and movement between Dogberry and Verges is
becoming more unified. I think they are a nice combination.
Improvements needed:
We still need a stronger moment when Beatrice says, "Kill Claudio."
Eleana, Ursula, refused to be on the stage because she wasn't feeling well.
All she had to do was sit on the pew (which she discovered afterward). I
don't think she is going to make it through this show; she is trying my
patience, daily. She believes she should be allowed to do what she wants
when she wants and that I should be kind to her in the midst of it.
Solutions needed:
• Benches for the wedding
• Talk to Lynn McCay about a timeline for ordering flowers for the
bouquets.
• Get Afton to remind people in another week that we hope to have all
costumes sewn by December 10.
• Schedule a time for Don Yanik to come on a Saturday and help us with
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•
•

advice for painting.
Music- Is the CD coming? Should I go to Silver Platter and ask that
nice woman I know for help?
Go talk to Mr. Moodie and find out how the art is going.

November 15, 2002 (Act V)
Positives:
The opening of Act V is looking better from the work that we did the day
before yesterday, but it still needs refining. Hopefully, the fight
choreographer will be able to clean this up quite a bit.
Dogberry, Ted, is a great character. He really brings life to the stage and it
is fun to watch because of the quality of his voice, his height, and his
emphasis of the action through great body language and gesture.
Improvements needed:
The rehearsal environment felt stifled today, but at least it wasn't total
chaos. Part of it has to do with my energy; tiredness makes it difficult
create. And, until they get the scripts out of their hand, I feel like I'm just
watching them walk around the stage trying to read.
They bring sluggishness onto the stage and I need to keep inspiring them
past this. We are still working to bring intensity to the stage, intensity to
the moment.
The rhythm of the verse between Ursula and Leonato needs some focus
(mostly with Ursula). They are breaking it for a lot of reasons (blocking,
not having it memorized, etc.). Eleana, Ursula, missed entrances tonight
because she was on her cell phone (breaking of an established rule). I did
call her on it during notes, and at least she accepted it without talking
back.
Don Pedro and Claudio must find more teasing with Benedick or it's
going to be so boring!
It is too crowded on stage when Claudio has his moment of realization that
Hero was killed by the plot of Don John. Also, moving him front and
center should help.

Beatrice and Benedick's moment of confession to each other will need a
bit of work especially when the stage is complete since some of it is
happening up above and some of it down below.
We need to continue to find motivation for the start of scene two, when
Benedick comes to ask Margaret's assistance in wooing Beatrice. When I
first read the script, I thought it was so random, so I know it is going to
need something to help it make sense. The last time we saw him on the
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stage, he was fighting with Claudio and Don Pedro, and they were teasing
him about being in love. Then, we see him coming to woo. So Claudio
and Don Pedro were correct, in part, about why Benedick is behaving so
rashly.
Solutions needed:
• Tombstone for placing the wreath upon.
• A song that Claudio sing to Hero and a dance done round the tomb.
• Candles that each of the people are carrying
• Is there a trumpet fanfare that can be played for the wedding march?
November 19, 20, 2002 (choreography)
Taryn worked the Charleston dance on the 19th for most of the rehearsal.
It is really cute and the girls are really enjoying it. At the end, she fixed
the moment right before the "Yes, Sir ... " moment (a take to the audience
when Scott first sings to her after they kiss).
On the 2ot\ she taught four different versions of 20s dancing that they can
be doing during the "Dark Strutter's Ball." The students kind of know it,
but they are going to need to do a lot more practice before she comes
again. We will try to review the steps during rehearsal. I have to cut out
the idea of the maids dancing because they aren't very good at it, and they
probably would not have been dancing. They would have been separated
from really enjoying themselves at the party. Because they were at the
rehearsal, I thought they should learn, but it wasn't a very good idea.
It's going to take a lot of practice before this scene becomes natural in the
play. However, the play really needs this energy before it will feel like a
festive ball. I wonder how the masks are going to be and how that will
affect their dancing.
Solutions Needed:
AMasquerade is going to loan us the masks for $10.00 each as long as we
don't ruin them (I wonder what we could put on the inside of them to
protect them from makeup or we are going to be paying for them.
November 21
(night off as choreographer was unavailable and I needed a night of
rejuvenation)
November 22 (Act V, off book)
Interesting choices:
I really stopped the run to focus on the teasing part between Benedick and
Claudio and Don Pedro. Scott had a good idea with stopping the tongue
that is very fun and we will keep it. They still need to be more
comfortable trying and experimenting with the lines until they make more
sense. I have trained them to stay open to the audience, but at times they
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are now like statues.
Benedick was playing around at the end with lifting the veil of the
disguised brides. He found a great moment rejecting the one, and when he
went to find Beatrice, she slapped him, and when he then said, "Beatrice,"
it was hilarious! Scott went from pouting on the stage and not wanting to
be at today's rehearsal to finding some great moments on the stage. I'm
proud of him.
Benedick will be crafting the song, "Yes, Sir, That's My Baby" as he's
working with rhyme in scene ii with Margaret.
Positives:
Beatrice and Benedick are great together. They are so comfortable with
each other.
Improvements needed:
Claudio did not know his lines and Borachio is struggling with how to
deliver his lines of testimony. I made arrangements to meet them during
tutorial to work with them one on one.
The place where Leonato enters and asks, "Which of these is the villain,"
needs to be timed to come right on the part where they are laughing from
Dogberry's insistence that they write him down "an ass."
The place where Leonato speaks to Claudio and Don Pedro needs to be
refined. Claudio and Don Pedro need to show remorse and sorrow, and
Leonato needs to be the "gracious one" the "forgiver" so that all can be
made right at the burial and at the new wedding ceremony.
Work on the entrance of Benedick into the scene with Margaret (dressed
to woo, with a dozen roses--and one yellow one for Margaret--should
help, but it will need music and I wonder what else ... ). After praising
Beatrice, he can find a moment to gift her with roses before they leave for
Leonato's. I wonder if those roses could be brought to the grave, danced
with, and laid upon Hero's tomb. That's an idea that I'll have to think
about. If they were wrapped with just a single red ribbon that could easily
be untied, it might work. We do need a song for that part. I wonder what
religious song it might be set to, that we could dance to. Would a cello
solo work (thinking of this because Aaron he is so gifted)?
Solutions needed:
What is going to set each of the wedding scenes apart from one another.
The first one is more traditional and is set like a church with pews. The
second is more informal and is just the garden with everyone mingling
upon opening. It is a more casual, family affair. So, the maids can be
serving things upon the trays (drinks, pretty food items).
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Replace Elena/Ursula-- she was in fourth period today, and though she
still is putting her head down, after school she was in a much improved
mood. I have no idea what happened to her in the course of one hour that
would keep her from rehearsal. Today, however, my Beatrice said that her
grandfather hit her or at least pushed her into a mirror on Tuesday of this
week. I have to report that to the counselor on Monday.
I had one of my students call Katie McGarity, one of my students in
beginning drama, and ask her to come and read for the role of Ursula. She
spent some time with Leonato, and I think they could actually work quite
well together. She was scared and did a lot of rocking back and forth on
the stage, but she did remarkably well for being called spontaneously to
come and read. From her physical work in class, I know she can do it, but
we haven't done much vocal work. I hope I am not making a mistake by
moving in this direction. It will be a difficult re-teaching, but I need to
work with someone who will be committed, not give excuses, and work
hard to bring that character to life. She came by the theatre on Saturday to
review the schedule with me. That is a good sign that she is taking the
initiative to plan ahead and make sure it will work. Unfortunately, she is a
cheerleader, so we looked at those schedules, and she is going to let me
know whether it will work for her or not.
I really should have her meet with me and with a stage manager and
Andrew before the run through on Tuesday evening. I will have to talk to
her about that.
I need Taryn to choreograph "Yes, Sir, that's my Baby" and the curtain
call on Monday. I also need for her to clean up the Masquerade Ball. I
need to not have either of the maids dancing.
I need to see if Waverly can join the show. I need extras in the wedding
scene, and I need someone who can really dance with Victor (Leonato
does not need to dance ... he could be with the maids. During the sugars,
the maids could break in between the couples and offer them chocolate
covered strawberries (maybe Suzanne would be willing to make these) or
drinks or both.
I need a military trumpet or something for the homecoming of the soldiers.
The women and men will need military boots!
Figure out the exact pages for the fight choreography (Act III, ii-- right
before intermission when Don John accuses Hero of being unfaithful and
Claudio makes the promise to disgrace her, Act V, i --Leonato and Ursula
against Claudio and Don Pedro, the men eavesdropping scene with
Benedick).
We need the balconies done so that we can work the places with the
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watch.
Email Sarah Fowler and ask her if she can teach the song to Lynn and
Scott (Yes, Sir, That's My Baby).
What piano are we going to use? Mr. Backus had mentioned an old
upright that can be restored. Do we need to pay for that out of our budget?
Mirror for the wedding preparation scene. Will the one Ruth has work for
it? Will mine work?
Is Brent really working on the glass chandelier? Talk to Mr. Moodie. He
said he was working last Wednesday. Did that happen?
Did we get all of the wigs ordered or are we going to have to place another
order?
December 12 should be a day to refine the dances with the scenes around
them and maybe the musicians might be ready to rehearse a song? "Yes,
Sir"? Look at what Mr. Backus puts together for a schedule.
Fmmy Things:
Benedick's ideas with the tongue and the veils were so funny. Also, the
sonnets of their own words are very fun!
November 25, 2002 (final night of choreography)
Interesting choices:
As part of the final scene in the show, tonight, Taryn choreographed,
"Yes, Sir, That's My Baby." Parts ofit are absolutely wonderful. One part
that is funny, and inspired, I think, is the moment in the scene where the
priest whistles for the police and on come Dogberry and Verges. They run
into each other, and then they place the box/stand for the priest, in time to
hear a message from the messenger. It's a comic little bit that brings the
watch back into the celebration, incidentally (as always seems the case).
I stepped into the choreography at one point, where all of the three brides
go to meet their groom in the middle. She had them shifted stage left, and
I wanted to keep Benedick in the center. So, I explained what I thought,
and she worked off of that. Taryn then created the running toward the
groom, the blessing, and the kiss. That is great! I really like it, and I like
that we were able to create it together. I like that we have three weddings;
that is very Shakespearian, even if one bride is a kind of mystery bride-unless Don Pedro takes particular notice of her during the Charleston.
Also, perhaps it should look like Benedick has arranged the third bride on
his behalf.
I wonder if the curtain call is going to work. It's not exactly what I had in
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mind, but it should go much quicker than what I was thinking, and I think
it fits the mood of the 1920s. I will have to see how I feel about it
tomorrow.
Positives:
It was nice to work with a choreographer who has a sense of using the

whole stage. She is high energy and her choice of movement is fun. They
have relevance to the character.
Don Yanik came by today to do a painting demonstration and to help us
with particular colors. We have a pattern that I think will work, but we
still need to refine the colors. He talked about costumes with me and the
subject came up of budgets. I know I am spending a lot of money. He
says that I am reaching university level budgets. I wonder what that really
implies. Doesn't it take money to produce big shows? I really have no
idea how people do it for less, unless they happen to be able to borrow
things that are just perfect. We have done far more borrowing this show
than we have ever done before. Maybe this summer, when I do not have
to work, I can get a better idea of where I can get costumes from. I like
the sewing that we are doing because we will have something to show for
our money and our time, but it is still very expensive.
Today, I replaced my Ursula with a girl from my fourth period class. I
just could not put up with someone who missed rehearsal and did not even
bother to call, even though she knew that she was walking a tightrope with
remaining in the show. Not only did she not call, she did not come by the
theatre any time on Saturday. I found out that she has a lot of really
terrible stuff going on in her life, and while I have pity for those things, I
know it is right to find someone who will be committed to the rest of the
show. I know we only have 5 Y2 weeks left, but I could not endure that
with Eleana any further. She came by tonight, and I listened, but I would
not give her a chance to come back. I don't know why she was not in
class today, was not at rehearsal, but she showed up at 9:10, at the end of
rehearsal. I have no idea what she expected, but I was clear that she was
not going to be a part of the show. I was also clear that she was my first
choice in an Ursula but that her behavior was not supporting her desire to
act. So, I had to make the choice to replace her. She added that if I
needed her, and Katie didn't work out, that she would be willing to do the
role. I know she has the lines down, but I just couldn't take the risk any
longer. Plus, my sense of boundaries was crying out for definition. So,
Katie will play Ursula and Eleana will have the time to work on her life,
and I will hopefully have more peace about this show soon!
Improvements needed:
The dances need to be cleaned up. The students need to be moving on
particular counts. Some of them really cannot dance very well, so they are
going to need to practice.
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I wonder if I really need the extras. I think I did at the beginning of the
scene and then I begin to wonder. But, we can make it work.
Solutions needed:
I need to refine the curtain call. I need to find the final picture and the
company bow.
I need to review the masquerade ball dances and give them new direction.
Funny Things:
Appparently, I have lost my sense of humor because nothing has been
funny in a long time. Although, the comic bit with Dogberry is funny, and
the final picture with Beatrice and Benedick makes me laugh. I hope the
ending will be "giddy" enough. That's the final word from Benedick that
I keep thinking of; it's even in the color of the floor (the red squares).
November 26, 2002 (first run through of the whole show)
Interesting choices:
I really like Benedick lying on the floor with the pillows. It fits the
personal nature of discussing love. Claudio and Don Pedro do not lounge
very well. Should we only have pillows on one side, or should it be
symmetrical 7
The dances are a really fun addition, but they are going to take a while to
perfect.
Scott Heikinnen/Benedick has put together a very nice collection of 1920s
music. We are working to find the appropriate places for it, but it is a
really nice start.
Positives:
The set structure is really beautiful, and I especially like the benches. The
levels are wonderful. I hope the orchestra fits on the platform, but so far, I
think that the design (its rotundity) really sets the show apart from others
that we have constructed.
We made it to the end in one rehearsal and we don't open for another five
weeks. That is a very good thing. I really hope I will have the time to
really fine tune the scenes.
James/Borachio is slowing down, and he is finding more of his character.
It was fun to work with him and with Conrade after school.
The cast is starting to feel more bonded together. Starting with lighting
the candle and offering it up at the end to people who find new things as a
privilege has really worked well. Tonight Dogberry and Benedick had the
privilege.
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Katie/Ursula #2 is a nice match with Barton/Leonato, but it will take
awhile to get her back on the same page. I'm really glad I have a
choreographer for the fights. I really need for her to clean up the bit
between the old and the young.
Improvements needed:
When Don Pedro and Claudio didn't know the eavesdropping scene (once
again), I just told them to get off the stage, and I moved on. They need to
get it together.
We made it through by 10:30 and we started at 6:00. We had a lot of stops
in the first half. I shouldn't have done so many of them.
Keep watching where the Elizabethan language has to be replaced (mainly
titles of ranking). If I ever do another Shakespeare, and change the
language, this needs to be done before the scripts are given to the actors.
Victor/Claudio is far, far too quiet during the disgracing of his bride at the
wedding. He needs a shot in the arm of intensity and volume!
Solutions needed:
• All princes must be replaced by Captain, and count replaced by
lieutenant.
• What are we going to do for red roses and yellow roses?
• What will the demonstrators be holding for signs? (Search the
internet.)
• What schedule will we have with the orchestra? How will we get
them offstage? They can stagger their entrance onto the stage. What
will they wear?
• We need the sound effects of crickets chirping and night sounds. We
need thunder and lightning.
• We need to review and fix the Dark Strutter's Ball.
• We need to fix the final portrait of the evening after the curtain call .
• What will be inside the luminaries?
• Is the easel too large? How can the paper look more natural on it?
• What are we doing for a mirror? Should I just bring mine in or will
Ruth's daughter's mirror work?
• Could I get Jane to work with Victor? When can I get one on one time
with him?
• Would Misty Gale be available for rehearsals? I know she doesn't
know the script, but I could really use someone backstage who is not
committed in any other way. Is there someone else?
Funny Things:
Scott/Benedick was on fire tonight! Though he struggled for lines at time,
he owned the stage, and he brought everything to life. He has truly found
his character. During the "do many any embassage to the Pigmies, I was
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laughing so hard." The lighting designer was seeing it for the first time,
and she found so many of the little things funny.

November 27, 2002 (back to Act One)
Interesting choices:
The beginning of the show is interrupted by Beatrice and her women,
chanting the song that will come later in the play. It definitely establishes
her independence. One of her supporters is pretty dynamic. The other one
is still working to find her strength on stage. It is her first acting
experience. I kept telling her I knew she could do it, and each time she is
getting louder. She showed a lot of growth. I am doing some shared lines
between Beatrice and the girls. I hope it will read as camaraderie.
Scott found a great moment in removing Claudio's glasses and looking
through them to see how in the world he could be falling in love with
Hero. That was a very fun moment; though it may be too close to
indicating, it fits the teasing. He still needs to tighten the description of
Hero and then continue to really play up his bachelorhood.
The moment where Benedick catches himself praising Beatrice worked
very well tonight. That's our first indication that he thinks she is good
looking! He needs to find a more natural manner to come out of the
moment.
Hero found a nice moment when she teases Beatrice about Benedick from
Chicago. I also like the moment we found for her introduction to Don
Pedro and her exit that is called to attention by Don Pedro's words. Then
Benedick has his aside to the audience which sets up Beatrice's line, "I
wonder that you still be talking Lieutenant Benedick; nobody marks you."
I keep really trying to listen to the words that Beatrice is playing. Tonight
it was stuffed. So, too much time and too long a pause had happened
between the two words and they were lost. So, we discovered that
Beatrice must push toward that word and really emphasize it so it isn't
lost.
"Merry War" became a moment for Leonato and Hero. That sets up the
possibility for the eavesdropping scene later on.
When Beatrice collapses all of Benedick's wit from five to one, I had the
other women say "one" with her because she is gesturing it. Again, it
creates woman solidarity.
The phrase "hot January" is going very well; I really like Leonato ' s
reaction to it.
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Positives:
Beatrice was beautiful in the opening scene tonight! She had a dynamite
charisma and charm. She and Leonato found some really good moments
of reacting to each other-- he attempting to shut her up and she asserting
her own will.
I like the facing off of the women against Benedick and Claudio. It
creates nice tension between male and female, and the blocking reinforces
this.
Our lighting designer used to be in the army, so she worked with the
students on how to march and count. That was good. It still needs more
energy and a trumpet call of some sort.
Tonight was a really great rehearsal! I finally had the time to finesse the
show, to really work the details. High schoolers cannot find all of their
reactions on their own; it takes very specific coaching in what response
might be appropriate and ideas they may try.
We had to really work the transitions within the scenes. The arrival of the
troupes and their dispersal into the space needed work to become more
natural. Also, between individuals, I worked to find moments of intensity
and honest response.
Don Pedro and Claudio are doing better, but they still have so far to go.
Cameron/Don Pedro is horrible when he doesn't get it, but when he does, I
can connect to him. He just struggles so much with enunciation and
projection. He can do it when we back up and repeat and repeat, but the
test will be whether or not he can do it the night of the show. Claudio
found a few more natural moments when he is declaring his love for Hero,
but there is still so much room for a more dashing personality. His calm
nature is a contrast to Benedick, but it still needs more radiance.
On the final run of the show, Don Pedro entered with much more
personality. He, in part, ordered them, but then he also understood the
humor of the moment, where Benedick begins to tease Claudio about
being in love. His playing with "allegiance" creates good comedy because
he want to contain a secret, but he will not speak it unless Don Pedro
orders him to do so, which he does.
When Don Pedro says, "Well, you temporize well with the hours," and
Benedick quickly recovers, that is funny because it's such a contrast to his
action of playing the drama and then having it abruptly end.
The first instance of verse between Don Pedro and Claudio is sounding
like poetry. The rhythm is working well. I will continue to listen for
pronouns; I caught several today.
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Eric/Don John was intense tonight. That was great to see. He definitely
worked on the volume. His intensity toward being a villain has definitely
increased. We worked on him "topping" himself.
Improvements needed:
Ursula and Leonato need some time together without having to be running
the scene.
Borachio still is really rushing his opening line. I need to figure out a way
to communicate to him how to draw it out and really make a huge deal out
of his entrance.
Don Pedro needs to find more variety with Leonato as he comes to the
house.
Solutions needed:
The set needs to be finished!!!
If Brent isn't at rehearsal tomorrow, he's cut. I can collapse the role into
using Claudio.
Research demonstrator signs and get them made.
Figure out what each person needs to be wearing for shoes and have them
get them. The girls can buy character shoes or heels to match their
dresses. All of the Charleston dancers must have black shoes and fish net
nylons.
Need letter for the opening scene or would it have been a telegraph?
We need a finished set and lights!
On page six, to whom is Don Pedro speaking, Hero or Beatrice? We
blocked it for Hero, but I'm wondering if that's right.
Transition into page 8-- where Leonato and Don Pedro speak (part of this
cannot be solved until I see them on the ramp).
Leonato and Ursula will need to rehearse their scene together. I want to
change it to above in order to give the maids time to clean up below.
Funny Things:
Tonight I did a warm up where the students were standing in a line, and
one at a time, they stepped forward to say one of their favorite lines from
the show. Then, I called a random person to respond to that line in
character. There were some really funny things that were so true to the
individual. It was a good exercise as was the "facing off' I did where they
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spoke a line with a scene partner and they had to "top" the line that came
before it. This was a good concept for them to learn. In Act I, there are
many places where topping needs to happen. As they found that, they
found more of their character. That was fun to see. I especially need to
see more of this between Don Pedro and Claudio.
Improvements needed:
Tonight was a really difficult rehearsal. I knew that the dance, the
masquerade ball, was going to present many problems, so I started with
that in the rehearsal. It took about 1 ~ hours before they were ready to put
it into the scene. It just takes a lot of effort to review and refine. I need,
when I hire a choreographer again, to schedule a time for her to come back
about a week after the dances are finished, before I want to do them again
as part of a scene. But, I guess that's just part of being a director, learning
to see the problem places and being willing to live in the horror long
enough to raise it from the ashes.
Interesting choices:
Yesterday was a nightmare for the end of Act II, i, so today, we tried
again. I had Leonato separate Hero and Claudio, and that was a moment
of admonition that is needed in warning them to wait until "love hath all
its rights" on their wedding night. I am working hard to ensure that Don
Pedro does not throw away "Love-Gods." I like the moment so far. It
gets more detailed each time we work with it. I am wondering if it could
be set off with some red lights.
I hired a fight choreographer, and though she is scheduled for next week,
she dropped by tonight, so she worked with some of the scenes we had
blocked, but they needed more physical contact.
The scene between the old and the young, with Ursula at the center, got a
start tonight, but it will need a lot more work. The scene between Beatrice
and Benedick, wherein I did a lot of the stage choreography worked! My
Benedick wanted her to change things, but she kept them, and it validated
some of my work. What she was able to do as an outsider was come in
and clean up some moments and bring a new level of intensity. It is so
great to work with people who work in the field. They are passionate and
they really enjoy their work!
The scene where Benedick challenges Claudio became much better, where
Benedick throws him to the floor.
The luminaries in Act Two, where the guys' eavesdropping scene takes
place will be a very nice moment. I like the intimacy of the pillows upon
the floor, and putting Don Pedro up on a bench at the beginning is a really
casually, fun environment (a nice way to convince Benedick to fall in
love).
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Positives:
One of the frustrations that I remember expressing during graduate school
was not getting enough time to really refine the scenes once they are off
book. This time, I am finally getting to do that. An extra rehearsal night a
week (four nights a week) and the extra weeks, and being off book earlier
really helps those moments to happen. Having a good rehearsal schedule
is really important! Sticking to it has really helped me because it forces
me to move on and come back to things later.
Don John was so much better tonight. He really read with force and
worked well with the lines. Borachio needs so much coaching on how to
deliver his lines, but he is getting better. If anyone is a "pronoun
offender," it will be him (though I've shouted many a time about it).
Today, as the fight choreographer was working, she was "setting up"
moments of contact, and Andrew said, "This is just like counterpoint,
point" and I was so happy. He also said, "This is just like beginning
acting" when the fight choreographer told them to move like they were
moving throughjello. He said, "we used to do this," and it made me so
happy to be validated that what they learned can be applied to another
situation. I've been feeling a bit down about teaching, so that was
encouraging.
The saxophone is much better than the guitar for the 1920s.
Improvements needed:
We will meet forty-five minutes earlier tomorrow to finish the male
eavesdropping scene. It does have the melodramatic tone that many of the
critics didn't necessarily like (but some did), so it will be interesting. I
like the humor. Plus, I am learning how to create some comic moments.
But, the language still needs some refining in this scene. When they are
imitating Beatrice, it gets difficult to understand their high-pitched voices
for imitating a female. I will have to think if this is the way I want
Leonato to read the line.
We are working to change all of the Lords, Grace, etc. to Captain,
Lieutenant. The kids are hilarious when they get mad at themselves for
messing up. It's going to take awhile to clear this up and we may never be
able to. I should have gotten these out of the script from the beginning,
but I wasn't sure about what to change them to.

Solutions needed:
Ask the lighting people if they can set the "Love God" moment off with
red lights. Scott asked tonight if he can have stars in the luminaries scene,
but I was planning on leaves. I can think about stars.
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We need a red rose with the gloves, as they are presented to Claudio.
Then, as Hero receives them, she can smell the rose and then kiss it.
Tom is not making good progress on the set. We need it to get done.
I hope Afton's dad, Katie's dad, Lee, and Greg will come to help the guys.
I need to call them.
Costumes are due by Tuesday. I hope everyone will meet their deadline.
Decide what song Victor/Claudio will be playing on the saxophone.
We need to be working with the music, and we need another laptop.
Funny Things:
"Beatrice and Benedick between the sheets" will be a funny, pushing the
line, moment.
Don Pedro found a funny moment throwing a pillow across the stage. I
really liked it tonight. I'll see what it looks like when I am sitting in the
house tomorrow.

December 10, 2002
Positives:
Tonight felt like a good rehearsal. I had several reflective moments about
graduate directing. Once, I removed Leonato from the downstage position
(similar to one Wes set up in directing young actors that was problematic
because it is difficult for the actor to talk to anyone because he is too far
downstage). Once I told Leonato that I had to find a way to get him back
into his house area, we both heard the "exit cue" that would rush him
upstage. Before, he was playing to a side exit. It changed the entire
scene. I saw more diagonals and the use of the conservatory area upstage.
There is one moment that is particularly beautiful when Leonato looks to
the Father who looks to Benedick who is looking upon Hero. I still quite
like the blocking for the post-wedding grief. The men are clearly
separated from the women. The addition that I am working with is Ursula
supporting her brother, but, unfortunately my Ursula was off cheerleading
tonight (urrrgh!)
Hero's crying was more real, and I continued to refine the way the crowd
is reacting to the wedding scene. I added a fainting moment. The kids
still do not think for themselves. They have to be told so much!
Conrade and Borachio's scene is really working well. Because they were
better from the beginning, it makes it so much more possible to find more
and more. It's really fun.
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Improvements needed:
Claudio and I still need to work on his lines for the wedding scene.
I need to schedule a time to work with the women on their preparation for
the wedding scene. Sam/Margaret really needs to have me work with her
on her lines. She actually got through them tonight, but she has lost all of
the meaning.
The Watch is not near as funny as it could be. I think I need to define
their characters even more. They have to be told how to react, but after I
taught them a few more specific movements: takes, hand gestures on
particular words, and making little family 'moments,' it was so much
better. Verges needs to learn how to walk with a cane.
We need to work the end of the scene with Ursula present.
Solutions needed:
Ads need to be sold for the program.
I need to have music at every rehearsal. I need Mike and Tracy to work
that, or I have to find someone else who can do it.
Afton and I are going to Army and Navy surplus stores tomorrow.
The set got more painted today; once I just get going, then kids do want to
help. But I have to be there painting myself to get anyone to move. We
still need to get the floor finished. I really want to have it done for tech on
Saturday.
At least I'm laughing tonight. I had been "in trouble" yesterday with an
administrator for keeping kids past 9:00, but after asking exactly how
many parents had complained, he had to answer truthfully, "one." So, it
was the same student from last year, whom I didn't want to cast but did
because we were desperate. So, live and learn that some things do not
change. Administrators bow to parents, and it's never as bad as it looks
after time has past. I sent Cameron home at 9:00 and continued to work
with the rest.
December 12, 2002
Positives:
We started this afternoon with Sarah, the choir teacher, with "Yes, Sir,
That's My Baby." They sounded good, but they are far too timid. It
should be a very fun experience.
Beatrice and Benedick were great tonight! When Beatrice was standing in
the gazebo and turned Benedick's face to the audience when he tried to
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kiss her on the part where he asks, "for which of my bad parts did you first
fall in love," I laughed so hard. The lighting was perfect and the moment
was great.
The wooing scene where Margaret is asked to woo for Benedick was
charming. I quite like it. We worked with the roses and the placement of
Beatrice and Benedick. This is a good use of the balcony.
Dogberry and Verges are working well with each other. Verges is
learning his physicality as an older man, and I think I like the contrast of
their voices. Dogberry is still impressing me with his voice. It's nice to
sit back and relax with some of the actors.
Improvements needed:
I cannot have actors missing during rehearsal. I was missing Ursula,
Claudio, Allie, and the Father. Urgh!
Dance without a choreographer is frustrating. Dance without a musical
director is especially frustrating. Next year, when I use a choreographer, I
need to build in the return dates into the schedule, and even though I did
similarly to that this year, it fell through because of her schedule. Next
time I do Shakespeare, I need to assume that I will need a musical director
and a choreographer, and I should plan for that from the beginning.
Hopefully, that would equal a stronger commitment. Being without him,
once again, was difficult.
Solutions needed:
Review the final songs and curtain call before starting the show on
Wednesday.
Find out how to give Andrew grey hair. Will clown white work?
I need to redo the January schedule to include Taryn, the choreographer's
return. If she cannot make it, I am capable of teaching dance; it's just nice
to have the motivation from the outside.
Funny things:
Scott was hilarious when he said Shakespeare's rhymes sucked and so he
was working on some better ones. He rhymed "fool" with "pool, a
drowning rhyme," and many others, but this was my favorite.
Scott was joking around about throwing the bouquet, and I took it up for a
moment when I got to the curtain call. How fun would it be to actually
give it into the audience each night? I don't know. Maybe Beatrice could
turn and throw it to someone else on the stage. I have to keep playing
with that one. The interaction with the audience would be a nice touch.
December 13, 2002
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Today, we had no rehearsal. As a way of preparing for the technical
rehearsal, the actors got the night off. The technical crew met today at
3:00pm to work on painting the floor and the major seats/platforms on the
set.
We had laid down the grey paint during the Thanksgiving weekend, and
we taped off the pattern of the floor during the week (a sandstone tile).
Tonight, we had to put down the tan/creme color, and then we sponged on
white, pink, and purple. We did that, and then it looked really stark.
Finally, I realized it takes a blending coat on the top, so we sponged over
it with the tan/ creme color again. In the center squares, we sponged on
red, did a cross-hatch with creme, and then sponged red and creme
blended together. Don Yanik, at SPU, had come over to help us with a
small sample, but doing it on a larger scale was still challenging as we
looked at each bench. Before he came, I was having such a difficult time
conceiving a color that could be a "tile" and yet still have the feel of the
show--the "man is a giddy thing" feeling. The red squares definitely
helped with that, and they also read as passion. With the reds in the back
eye lights, it should be pretty. At the end, we had to go back and then
sponge in a grey on the sides of each tile to blend with the grout color.
What a process! At 2:30 in the morning, we were finally pulling up the
masking tape. At 3:30, when the basecoat was on, and we ascended the
scaffolding, it looked really beautiful. The floor is really spectacular, but
the benches and the seats will need a lot more work. They just look
sloppy.
Of course, it couldn't happen without conflict, since three of the girls
announced at 8:00 that they had dinner reservations. The gall! I told them
that reservations could be cancelled, and the one girl said to me, "I'm a
teenager; I need a social life." Can you believe it? I continued with the
four committed students, but we could have been done so much earlier if
they would all have remained committed.
December 14, 2002
Well, on three hours sleep from the night before, I returned to the theatre
for our tech day. Who would have thought that it could take from 8:30am
to 1:30 am to set lights, and we could still not be finished with Act V? Of
course, we had to fight with a fire alarm at 11 :30pm for a dance, but that
was only forty-five minutes of the time. It took forever to set cues. The
lights were hung, and they were somewhat focused (although they have to
come back and do some more), and it still took forever. I was at fault in
the beginning because they were running lines, and I stopped a couple of
times, but once we stopped that, it still took too long. I also realized, in
reflection afterward, that perhaps the board should have been on the floor
because of the delay in headsets for Sue (the lighting designer) to call the
cues to the students. But even with that, something is not right with the
process. We were setting music and lighting cues, and there were a lot of
them, but we've had more cues that that before. I guess the difference
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before was that Jim (the other lighting designer) would sit and punch in
cues himself. That doesn't take as long as making sure the students are a
part of the process and understand what is going on.
The upside is that the stage manager and all of the lighting and sound
designers have a very firm idea, and have each of the cues written down.
It should make running the show from this point on much easier. And, we
are not the night before opening (thank God!). We still have time to refine
our work.
We still have many set items to finish: the benches, the tombstone, the
escape staircases, the railings (and all of the rest of the painting), finishing
the hedge in the back, ordering more paper to stuff, finishing the trellises
in the front with the flowers, finishing the glass chandelier, finalizing the
rest of the costumes (although this is going quite well for this show).
The bright side of the lighting is that the conservatory lights beautifully!
The hedge also added a really beautiful aspect in the background (Don's
advice is invaluable; he's so quick to give it, and his ideas work out so
well). I love the "for we are the only love-gods" moment. It had better
get a good laugh; it should be a memorable moment. We got thunder and
lighting with our villains, and I think it will work without being cheesy.
We got a wash of red for the wedding scene that builds to "savage
sensuality," and I really like the cold blue that we are using for the simple
and feminine scene changes, the move to the garden for the Hero easel
scene, the Hero preparation for the wedding scene, and for a few others.
For the major ones, I think we will go to black with music, and then pick
up the next scene. I am not sure how much consistency should be in scene
changes. Maybe they should all be in the blue light.
December 15, 2002
I am home on a Sunday, and I am exhausted. The lack of sleep within this
process is so difficult. I keep wondering how I could do this differently
and if it is all worth it. The final product had better be beautiful and
enjoyed by everyone, but does the final validation make this extensive and
grueling of a process worth what goes into it? Yes, there are great group
moments, but we are sacrificing so much!
We have spent far more time on this play than on any show I've directed
(including 1984, the first play I directed--when I didn't know half of what
I know now. The rehearsal process is definitely better, but the tech
process still needs some work). I'm uncertain about the value of such an
extensive project. A bigger push in the opening months and more design
decisions made earlier would help to speed the process. It makes me think
of the idea, "The activity fills the time allotted," but I'm not sure how true
it is. Ifwe had had to go up next week, I guess we could do it; we would
just settle in some areas, and I wish we had started with the orchestra
much earlier. We are starting with them in January.
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We have spent every Monday and Saturday since school opened in the
theatre (unless it was a holiday). It just takes a long time to build, and so
much comes together when the set is underway and the colors of the paint
go down. I guess Dracula is the only fall show that went up in November.
And, we barely made that. We were setting cues and doing our first runthrough, all the way through with all technical elements, the night before
we opened. We were still adding set elements for the second weekend.
Of course, what made that show easier was that we received a list of sound
cues and the CDs already complete when we started, and David Hay (the
student sound technician) was at every rehearsal from the beginning. But
the show was still a very good show--very artistic and interesting. The
pacing and length o fthe show, however, was too slow and too long.
I guess I'm just reflecting a bit on the process. We have been rehearsing
four days a week (an extra three hours a week more than we have done
before). That's 16 hours a week on acting (sometimes a bit more) and ten
hours a week (or more, depending on Wednesdays and other nights added
for additional work) on tech, for 4 Yz months, and we will still be pushing
to finish all of the elements on time. We have definitely put in more tech
hours than we have before, and all of it has been much more organized
than it has been before, and it still is not very easy. I keep thinking that
time does not necessarily equal quality, and I need to do things differently,
but I really don't know how to do it without just lowering the possibilities,
and I guess that's what we will experiment with in the spring if we add
another show. It will have to be much simpler technically. We just have
never done that. Maybe it's time.
November 16, 2002
Today was another technical day. Sue, lighting designer, came in to
refocus some lights and fix some of the functions of the lights. She
worked with two students and one graduated student. It's nice to have
someone else in charge of one element of the production. Today, a
student who visited Interlake High School, another school in our district,
over the weekend for a show, said it was not very good. She said, "I was
sitting there thinking where's Ms. Morford when you need her... they
were all standing there looking at each other, not knowing what to do."
That feels good, to know that at least one person knows that a director
counts. I hope ours will look polished.
Stage managers worked on some elements of schedule revision. Afton
worked on organizing costumes, emailing the costumer for the watch
uniforms, and Andrew and Tom worked on banisters on the railing. Scott
and I went out costume shopping. We found a bunch of fiscus trees for
the trellises, a great navy dress that should fit Ursula, a suit for Benedick,
a couple of bouquets of flowers for the trellises, a red table cloth that will
be cut for a couple of pillows, black feathers for the flapper girls, a silly
coat for fun for Scott, and a black funeral hat. We were gone for a couple
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of hours. One thrift store that we visited had absolutely nothing. I guess
that's the way it goes.
Solutions needed:
We visited a Big and Tall Men's store, and we couldn't find white pants or
a tux. They suggested that we visit Brocklinds. We will have to do that as
we still need Don Pedro's white pants, tux, five pairs of black shiny shoes,
and a red bow tie.
Funny things:
When I returned from the store, three students were sitting on the couch
with one lamp lit, saying "We were waiting for you." Sometimes they are
actually endearing. Tom has been working really hard; he looked
exhausted today. I hope he is okay.
Tomorrow is the run through of Act One with all of the cues. It should be
great! I hope it is. I want to do it without stopping and then go back and
fix things. I hope I can do that.
Maui, a trip with my family is only six days away, so today I decided,
somehow, that burning my butt in a tanning bed, while I dreamed of life
beyond the theatre, was better than going to Hawaii and burning there.
Not much in my life makes sense right now.
December 17, 2002
Interesting Choices:
None. In fact, I'm really starting to doubt some of the choices I've made ..
. the entry at the beginning with the ladies (of course they messed it up and
had absolutely no spirit tonight), the easel scene with Hero drawing
Benedick's interpretation of women, and ... well at least that's all I can
remember at this point.
Well, Beatrice and Benedick wanted to kick each other throughout the
masquerade ball song. It's not working for me, so I cut their kicking out
of it tonight. They have got to dance-- maybe toward the end they can get
angry, but it's not working with the lines. I hate it when they argue and
disagree with me.
At one point, tonight, I thought to myself," I suck as a director." We've
spent months on this and it looks terrible. So then I asked a question, and
all of the sudden they start to remember a few pieces, and so I said aloud
to them, "I was starting to think that I was a horrible director and then I
realized you are horrible at remembering any interesting blocking." Don
Pedro is a terrible offender!
Positives:
Before we started rehearsal, all of the flapper girls got in a line and
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reviewed their dance. That made my heart happy. They were enjoying it,
putting on their dresses and headbands, and they were having a good time.
I hope moments like these can carry the show.
Improvements needed:
There are still some rough moments. We are speaking Shakespeare, and at
times, it is painful. Although it is English, you wouldn't know it
sometimes.
Here's what it comes down to at times: I can see possibility; I can ask
them to do it; they can try it (in the moment) and it looks good. But, if
they think my idea is stupid, then they carry that idea into the scene, and
they make it look stupid when it really has potential and is wonderful
when they do it with full energy. But, if it's a question in their mind, they
act sluggish and sluff their feet, and when I ask them to change. They act
like I'm the one who has the problem, that I have no idea what I'm doing.
I am so frustrated by that! Tonight Benedick and Claudio were running
around the stage, acting as they would as friends offstage for a fight scene,
and when I alert them to the way it looks, they say I'm changing things
and they don't want to try it. It makes me want to pull my hair out. I have
poured myself, my life, my energy, and my commitment into something
that can only be raised to a certain bar. I'm not sure I will like the
outcome, and I wonder sometimes what environment would allow me to
grow and the other people to grow in the creation of something that is
worth all of our time. I guess I'll have to reassess what makes it worth my
time. When they can't remember what we worked so hard to find, it's
really horrible! I wonder how other directors combat this. I also wonder
how much of the text work from the opening two weeks at the table has
stuck with them. They are throwing away so many lines. It makes me
wonder how much of it makes sense to me.

Solutions needed:
All girls must be in dresses and all guys in button up shirts from here on
out. I can't handle the casual look. It affects their attitude and it affects
the way that I see them.
Funny things:
Benedick's playing with the new flags in the beginning is great. I do
appreciate that he is willing to try new things. But, he is over the top, and
I had to call him on a few things, but that is good. I'd rather pull him back
than try to drag it out of him. But, when I pull him back, after he likes
something, he pouts.
December 18, 2002
Positives:
Though we didn't finish the show, when I gave notes, I had more positive
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things to say than negative things. I have some strong characters who
come in the second half. Dogberry carries the watch. Verges is coming
along. The watch is slow to find great ways to react, but they are getting
much better.
We took some time to get used to the balconies that have just been built.
Improvements needed:
I still need an emphasis on language. No matter how many times I talk
about stressing the verbs and we replay certain parts, they still can't quite
get it. I caught Dogberry on two pronouns tonight and told him I was "like
to take his head off' if he did it again. He gets it. I love his projection. He
is so easy to understand, although I did focus many of his notes on
drawing out the verbs in a line.
The better I can keep the pictures in my mind from run throughs the better
it goes. They just don't remember blocking! It's so annoying! Tonight,
the girls in the pre-wedding scene had no idea how the work with their
dresses went. The maids didn't remember where to enter, nor did they
remember how to help the ladies into their dresses. Fortunately, a stage
manager had enough notes to get us back on track. Hero is horrible about
talking back on stage. I asked her to not speak in the dark of the scene
change and she asked me if she could speak her lines. I said aloud, "Don't
be such a smart aleck." I just can't really believe that I am still dealing
with this type of behavior all of the time. I will definitely think thrice
before I ever consider placing her in a lead role, or any role, again.
Claudio just doesn't cut it. His confidence is nowhere to be found. He did
wear a button up shirt today, but tomorrow the sleeves go down and he
tries to focus more on being suave and debonair. It is difficult for him to
do this because he is still struggling with lines. Either he or Don Pedro
has a serious problem (actually, I think it's both of them). Neither of them
is good at remembering blocking, and they both struggle with enunciation.
Help! They have so many scenes together.
When we come back from break, perhaps we need to do a text focus day,
where blocking doesn't matter but language does. Then, we also need to
do a day where we speed through the show in order to get them on top of
each other's lines without so many pauses.
Tonight Beatrice's lines were about building to moments. She really
needs to build to the moment," I wish I were a man!"
Solutions needed:
I need to call James Hill's dad and talk to him about James' performance
on the 181h. He wants to play a gig in Seattle at 5:30pm. The show starts
at 7:30pm. That is cutting it far too close, but I will talk to his father to
find out exactly how great the opportunity truly is.
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The lighting of the show needs so much work. The technical elements of
music and lighting need a whole rehearsal. I need to remind the actors
tomorrow that if they are not at the technical rehearsal before they come
back from break that they will be fined $10.00 plus cleanup duties around
the theatre.
I need to speak with Dani and with Stephanie about what happened on
Friday. I need to get them to clean the green room and the dressing rooms
to make up for their choices. They need to show commitment.
The balconies are really too tall! They get caught on the rods up above. I
need the railings to be secured and I especially need the exit into the
wings. If we paint the rods grayish white to blend in with the ceiling
instead of their hideous coral tone, that will help.
Where was the stool and the little mini-cushion for the chief? That was a
serious flaw. Scene changes need a lot of work. Who is going to be on
headset when Alex is on stage? Who is going to be on headset on stage
right? Consider Cara. She is really good at being bossy. Who else might
work?
I need the Ursula and Leonato rehearsal so that we can refine some of her
lines and blocking. Tonight she actually showed grace, confidence, and
reacting to those things going on around her. I was much relieved.
I still need to work out the scene where Hero is offered to Claudio. I
originally was playing with the idea of the gloves, but the students are
fighting me every step of the way. They want to do the typical
engagement ring. I guess with the Shakespearian language, the gloves just
seem to be the better, the more romantic, the more theatrical option. How
well is the ring box going to fare on stage? I will hear Victor's idea, but I
will not be swayed without reason.
Funny things:
This ranks more as audacious than anything, but as we are about to
rehearse and I have all of the watch in their little "family portrait," they
tell me they don't like the opening and they don't want to do it. What is
with that? So, I explained that the idea of the music and them going up
backward is to reinforce that they are silly, backward characters. So, a
light went on in their heads, and they are saying, "ohhhhh." Whatever! I
scolded them, reminding them "oh, she does have something in mind ...
oh, she doesn't want to fail her thesis ... oh, she doesn't want you to look
stupid ... oh ... " At least they felt stupid after they understood the
purpose. Are all actors this stupid at times or is it just high schoolers? We
laughed, they came on board, and we moved on. Thank goodness.
Dogberry is the greatest! Tonight I gave him the charge of using the
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whole area in which to throw his fit about being called an ass. He was
hilarious. The way he carried on and thrashed his arms about made me
laugh so hard! I also gave Conrade the note about mouthing the words,
"call him ass" as he is saying that he is the "prettiest piece of flesh in all of
Manhattan."

January 3-16, 2003
Coming back from Maui, this is a tough transition, but the good news is
that we are progressing on target. Mr. Backus, the orchestra conductor
came to me and said he might not be able to do the show. Two weeks
before opening! What? He committed and now wants to drop at the last
minute. I will have to talk to my principal. This level of professionalism
cannot be tolerated. I put up with far too much of it during the last show. I
cannot believe, when I hire a musical director, that I am calling pianists
and I am making his schedule for him, arranging for him to have a
substitute for a day so that he can go to the district and compose the music.
I can't believe that we are nine days from opening the show and the
students do not have the music and they have not been practicing yet.
Yikes!
We will follow the schedule, refine, and make each scene the best it can
be, and that will have to be good enough.
Having had no time to journal, with all of the tech elements taking every
moment I wasn't directing. I have taken five substitute days in order to
make the show happen, and my sleep pattern is about four or five hours a
night.
The actors are remembering the blocking, so we are able to work on more
characterization and reaction. I push them each night, but there is only so
much that they can find.

January 17, 2003
We opened the show tonight, and I know that there was nothing more that
I could have done. Given all that we accomplished in the final week, I
know that we pushed the maximum of human possibility.
I completed the sponge painting on the set, hung the fabric, and completed
the finishing touches on the window and treatments for the set. Up until
two hours before the show, we were finishing the final supports on the
hedges, and we were painting the tombstone for the funeral scene
(although Wes said we could have cut it). I wanted this show to feel the
current of darkness and to contrast the light and the dark elements of the
show. So, I wanted to keep it. But, the length of the show is a problem
(three hours is just so long). But, the audience seemed to follow us to the
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very end!
Tonight, before we opened, there were two scenes that really needed
attention. That was the guys' eavesdropping scene and the girls dressing
for the wedding. So, two hours before the show, I was working with the
blocking to try to find more details and elements that would make the
scene work with the language.
In the guys' eavesdropping scene, I worked more with Benedick's bits
with the audience. We found the moments with the luminaries, the falling
off of the desk, timed shortly after with the threat that Beatrice may kill
herself (the motivation to move downstage). Unfortunately, in looking for
places to put Scott, I repeated some of Beatrice's blocking that we had
done earlier. Wes picked up on this, and I should have known better. But,
overall, we found the ending of the scene where Scott defends himself,
and they look for him and know that they have him.
In the preparation for the wedding scene, we needed to work with the
screen that we added just a few days ago, to account for the little outfits
they are wearing and the fact that they don't fit under the peach colored
dresses. Playing with the screen added some new moments, and I
especially love the part where Beatrice and Margaret chase each other
around the screen and then Margaret speaks the line "a false gallop" as
they quit running. It was perfect timing, and the actors are able to play the
objective of teasing. Scenes are better when there is something going on
in addition to what is being spoken. We found this during the moment
with the guys teasing when the cello is on the stage. These are the
moments that I need to find more often.
Tonight, I went out and Wes and I visited about opening night. He said
that my strengths are in visual elements and in inventiveness, but I really
need to work on tempo and pacing. I couldn't agree more. In trying to get
them to be real, I often feel like my shows are too long. I hope to figure
out the whole issue of pacing.

January 22, 2003
Tonight was a very good rehearsal, although it is always chaotic. We
started by signing thank you cards and going over the schedule for the
closing of the show. Then, I gave them two very specific goals:
overexaggerate and step on the end of the line in front of yours. As we
worked, I also called out the ends of the lines that were dropping.
Wes, I got it. I think I understand the idea of kicking the show in the ass.
Without worrying about blocking and the delivery of lines, believing that
they will do that tomorrow, I began to focus on picking up the pace. We
had not gotten to that point. I can see exactly what you mean by taking
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two weeks to do this. It is a series of rehearsals that would focus on what
we did tonight in the first wedding scene and at the end. If they will step
on the lines tomorrow, and if they play only half as big as the
exaggerations tonight, I will be so happy. I see what you mean, Wes, by
playing broader. Claudio had a moment tonight that I actually believed in
the wedding scene, where he got teary eyed. Even though he thought he
was playing in an overexaggerated manner, I finally believed him.
We have the middle school coming tomorrow, and they are my future
students. I challenged the students to give them the show of their lives! I
look forward to what will come of it. Tonight I could really hear the
dropping of the lines when they anticipate someone else entering or about
to speak. I can hear what it will take to fix it (even though it's almost too
late for this time). I will try to do some work on Friday with this before
we open.
I fixed the placement of the orchestra for the first wedding to the balcony.
Thank you Wes; I wish I had been able to see that. They can get off so
much more easily! I refined the bridal marches, and the orchestra worked
on the timing of the Dark Strutter's Ball. They sound better!
Closing Weekend
This weekend I determined my goal to be to enjoy the show. Ifl did not,
it would make the process feel incomplete. With all of the work, it was
time to lay criticism aside and cherish the creation. My friend, Pauline,
reminded me of an analogy that gave some perspective. She said that it is
like giving birth to a baby, and when that baby is born, you love and
cherish it, and though he or she may have some flaws, and you may be
worried, you take the time to enjoy the moment. I think she is right.
The final performances were good (although we faced some microphone
issues, and my sound technician, on the night of videotaping missed my
favorite music cue, with love gods, in the show. He felt terrible.)
The final night, before we opened, I felt inspired to create a closing
moment, and I'm so glad I did. I asked them to make a statement about
the show: something they would miss, something they were proud had
happened, something they struggled to overcome, or something they could
celebrate. Most of them chose to focus on what they would miss. They
praised each other for the support they find. They talked about how they
would miss it, how they would do it again, and how the long hours do
finally make it worth it. Cara, the lead watch woman, cried. Katie
thanked me for believing in her and bringing her in during the process. I
reminded Sam, Margaret, that when she had auditioned, she insisted on
not speaking, and look how far she has come. My Borachio said he
thought this was the best process we had gone through to complete a
show. I agree; he was definitely the most committed and positive I have
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seen him on stage. The orchestra was there, and I think it was good to
have them participate in the moment-- though they came in for only the
past two weeks. I think it is good for them to have the perspective of the
journey, and they kept telling Scott how much they love his lines and say
them over and over in the green room. I really needed that bonding, that
sentimental moment at the end of it all, and I'm glad I did because
afterward, very few of the students say thank you. Very few of them
recognize the director, and even fewer of their parents say thank. The
ones who do are the ones who have been involved, and they know what it
takes to make it happen.
The art, the artistic vision, the creation, the dreaming, the pondering, the
finessing ... they are all worth it. The long hours, at least in part, have
got to change. I need administrative help ... more than parent volunteers,
so that I can sleep and have some semblance of a life.
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MUCH ADO ABOUT NOTHING by ·william Shakespeare at Sammamish High School,
Bellevue, Washington
Viewed Friday night, January 17, 2003
Directed by Lisa Morford, in partial fulfillment of the requirements for the degree,
Master of Arts in Theatre Pro~ction
1\1UCH ADO ABOUT NOTHING is one of Shakespeare's most produced
comedies, and for good reason. The play abounds with opportunities for both
professional and amateur actors. All can have fun with these characters and with this
plot. And directors can create inventive time and place in which to set the action, often
selecting modem (or near modem) times and look.
Lisa has selected the 1920's, set the play in the Governor's atrium (for the most
part), and embellished it with costumes true to the period. The overall "look" is
wonderful and one of the best I've seen in high school productions. Supported by her
staff (which is mostly students), the production is made to fit the large Sammamish
Auditorium stage and the action works very nicely from any staging position. My only
complaint in staging is the time it takes to place musicians who could be stationary in one
spot. The musicians look great on-stage (once they get there) but that look might be
sacrificed for better pacing.
My comments about the quality of the show are based on comparison to similar
master's thesis productions around the country.
Of considerable importance for this play is the ability of the director to draw
truthful performances from the actors. This is a huge task in high school theatre, as the
director often must teach basic acting before she can begin on the play that is in rehearsal,
and she must work with those students who are available and willing to make a serious
commitment to a lengthy rehearsal period. As with dan,ce, music, art, and some sports,
theatre provides a clear measurement of ~chievement, as the director/performer responds
to training and demonstrates learning. The demonstration is in the public arena. In high
school theatre, especially if the director 'selects to produce a classical work, all of her
strengths and weaknesses are displayed to the public!
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Lisa's production is extremely successful in some areas and needs more work in
others. Of special importance is the invaluable learning experience the production has
been for the students. They've learned how to speak the language of the world's greatest
playwright, how to understand classical structure, basic acting, technology, design,
integration of all elements to create harmony, and probably won't realize the eA-tent of
their learning and growth for many years. But one day they will look back on this
experience and realize they are no longer afraid of Shakespeare!
The overall technology of the production (set by Tom Lowe and Alex Straight), lighting
by Tracy Carver, Michael Derheimer, and Sue Mohn, sound by Scott C. Heikkinen,
costumes by Afton Pilkington, orchestra direction by Scott Backus, and stage
management by a trio including Jacqi Burke, Alex Straight, and Xim Narvaja works from
top to bottom and is delightful to witness. I especially admired the set and costumes.
They support the play and the actors in necessary and helpful ways. The setting creates a
fine environment for the action (the chandelier is a wonderful touch as is the forestage
lattice and vines, and floor treatment) and the costumes clearly identify time and place.
Sound and lights were less successful on opening night but probably have kinks worked
out now. I love the pre-show, intermission, and curtain call music.
The floor plan is excellent and allows the director to move actors around
gracefully, which she does, creating many lovely pictures. Overall, the environment is
first rate for this production.
Acting, as in all high school productions, varies from experienced to beginner and that is as it should be. Andrew Barton (Leonato) gets stronger as the play progresses,
riding himself of the first scene hamming and delivering some fine speeches later in the
evening. Lyn Rice (Beatrice) grows with each act and becomes pleasing if a little timid
vocally. Scott Heikkinen (Benedick) has some wonderful moments, handles the language
well, gives a first rate perfonnance, and as he continues to study needs to learn about
''indicating" and "over the top" acting. He seems to have the talent to do that.
Among the other characters, Mika Cavanaugh (Hero) and Victor Arteaga
(Claudio) look wonderful, a real plus, and now must work on delivery of the language,
which needs more punch and control, and the characters could use more passion.
("Comedy must be laid in their laps.") Samantha Timm (Margaret), Katie McGatity
(Ursula), Cameron C. Scott (Don Pedro), Eric Skaar (Don John), James Hill (Borachio),
Ted Buchanan (Dogberry), and Alex Straight (Conrade - and who seems to be
everywhere) each have some nice moments and will continue to grow as the production
runs. Faculty member, Mr. Solve, makes a nice contribution as the Priest. The entire
"Watch" is fun as are the dancers and maids.
Some of the actors need to watch inserting such words as "sure" and "yeah."
These words can destroy an entire passage of superb blank verse.
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My favorite scenes include "setting up Benedick," the opening of the play, the
dressing scene, and the women's rights slant. The overall "concept" is strong, as is the
director's inventiveness. The discipline shown by the actors in reading the language is a
first-class accomplishment.
The main weakness, among much strength, is tempo. The actors' deliberate and
slow speaking of the language is necessary (T watched the audience and noticed that
nearly everyone was able to follow every speech), but the timing between speeches is
much too long, the actors are not picking up cues, and often the actors seem not to be
listening (but rather planning what they will say when their "tum" comes around). The
director needs to take the step of mastering pacing and tempo, and T have no doubt she
will do just that. This is a finely directed production with just the one major flaw - a
huge accomplishment with students.
A minor flaw is a sense of"show and teJI" acting used by various characters. The
director needs to coach them out of this habit - before it becomes embedded. As Lisa
and these students continue to work together, I have no doubt that that step will be taken.
Lisa's skills include the elimination of"let's pretend," the nemesis of amateur
theatre. There's none of that, and this draws a great bravo! from me. Lisa knows what
she's doing, and this production leaves no doubt about that.
One of Lisa's jobs as director is to apply what she is learning in the master's
program to her production. This challenge can often be very difficult, especially when
working with young students. But creating a real experience has to be the goal and
Sammamish High School has created a real experience. I look forward to seeing another
show in the future.
I enjoyed my evening; I enjoyed the lobby display and the refreshments at intermission
(manned by students). Thank you for a lovely visit.

Wesley Van Tassel, Ph.D.
Professor
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Final Self-Evaluation
Having written leaves a writer feeling like a discarded, empty husk, an author
described. After a production opens, and for many weeks afterward, I feel much this
way. So many creative forces, so much time, has been targeted at the Sammamish stage,
so much of my mental energy and soul. For weeks, during and after a production, I am
continually recalling lines, jogged by random, everyday occurrences, and I realize
something extraordinary has occurred. It has become a living part of me. Another writer,
whose name I cannot recall, has said, "I do not like to write. I like having written." I
like having produced a show, but the journey is costly.
My joy lies in the realm of conception. I feel energy and passion when I create.
When Tom Lowe, my student set designer, and I begin an exchange that grows,
transforms, and takes on a life of its own, I know we are in a place of possibility, a place
where a collective energy breeds viable options that give birth to something larger than
ourselves. When working with the choreographer and music director, in the incipient
stages, and we discover the Darktown Strutter's ball, and I happen upon "Yes, Sir, That's
My Baby," as I am reading of book of music from the 20s, it captivates, and we carry its
essence into the next phase of creation. When I am standing in thrift stores, fabric stores,
consignment stores, vintage stores, or I am looking through patterns or historical
references, my senses come alive. They search intuitively for the right detail. Sometimes
I have list, mental or written, but often, I find myself open to anything that calls out a
character, a scene, or a piece of the furniture or set. Sometimes, it will be perfect; when I
found a Herrod's tuxedo at the thrift shop, it spoke of Leonato, and when I found the
windowpane suit for Leonato, my spirit cried out, "that's it."
Though I experience shadows of doubt, such as the color of the piano or the color
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of the fabric for the swags, worrying that they would blend too much with the set, or not
quite accent in the frivolous way I had dreamed, standing on a twelve foot ladder,
hanging the draperies, I knew. I knew they were perfect; I knew they were the
actualization of what we had envisioned the possibility to be. When we had enough extra
fabric to create the inner conservatory in gentle swags, and Tracy Carver, my lighting
student suggested it meet at every other window, and I stood back and admired. We were
experiencing what Derek Lane, in design class, had called a "happy accident." That
happy accident grew into the lobby display, when the extra fabric framed the photos, and
the Sepia tone created an older, classy style. The world of the play was extended beyond
the theatre walls to hold up the illusion in the lobby. The magic of moments is
contagious.
It is no wonder I feel such vulnerability when an audience arrives; a piece ofme

lies in nearly every aspect of every moment on the stage. Each character moment
represents layers of work, from the initial reading of the text, to working with the sound,
rhythm, and variety of the language, to the way it looks, to the way the characters move
and interact with each other, to the movement between scenes, to the addition of music
and dance, to the final movement of the piece as a whole. It is within the final element,
the tempo and pacing of the piece as a whole, where I need to experience the greatest
growth.
Even though this process has been our most extensive yet, it still feels unpolished,
particularly in the pacing of the language and movement within and between scenes; yet,
I know it was the best work I was capable of producing at the time. After much
reflection upon Dr. VanTassel's comments, and after working with a couple of scenes to
pick up the tempo, I realized that so much of the rhythm was engrained in their minds and
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bodies that it was almost impossible to break them of it. An experienced actor, like my
Priest, Mr. Sovde, could hear what I was asking for, stepping on the end of a line, and
pushing it forward, but the other actors struggled to break out of anything. I still need to
get my actors to attack the text, to be past the point of trying to recall lines, so they are
free to experiment with them; they still have an intimidation, or a lack of commitment to
the actualization of the character, and I need to push them farther. I need to have more
time to experiment, in smaller sections. Yes, I need this, and, I need better training
before they get to stage, so some of this is a part of their prior experience.
This process of establishing the tempo must occur earlier than refining it at the
end. I am still struggling to understand where it fits in the process, and I'm sure it will
take some experimentation. Shakespeare just has so many elements to the structure of
the verse. At first, we are uncovering meaning, and then we are phrasing and working
toward accurate pronunciation, holding up the ends of the lines, and stressing verbs (and
not pronouns). With all of this in mind, we are setting blocking and trying to get off
book. It is difficult to work on pacing when they are trying to recall the language. It is
somewhere, however, between the point where they understand what they are saying and
have phrasing down, and getting off book that tempo comes into play. In memorization,
they must be creating tempo. Blocking creates a certain tempo. Once off book, reacting
with scene partners establishes tempo. Once the act or scene is running as a whole, a
tempo is established, and yet, there must be a final dramatic tempo and movement
throughout the piece. Where, within this, do I really work the tempo? lfl didn't have to
struggle so much to have them remember their blocking, then I could get at it during the
run-throughs after they get off book. What I experience is the moment they are off book,
everything goes away. They dump phrasing, blocking, and character, and just struggle to

Morford 175
remember their lines. So, I work with characterization and reactions and blocking, and I
sacrificed tempo at the altar of understanding the language and getting the blocking to
visually work. I will figure it out; it will just take time and practice. This term as I work
scenes within my Advanced Theatre class, I will be aware of pacing issues. I will seek
out another director of Shakespeare and try to observe another director's process.
Watching the building and the escalation of movement will teach me what I need to learn.
I know it applies to everything I direct; Shakespeare's language just compounds the issue.
Recognizing one of my major flaws will make me a better director. Discovering
how to fix the problem will teach me much about the acting process and the playwriting
process as well. It will teach me about structure, dramatic climax, and tension. Leaming
to create a more pleasurable rhythm and tempo will be a revelation--something I look
forward to experiencing. With all of that being said, however, I recognize that I have had
many first time experiences in the creation of this play. This is my first direction of a
full-length Shakespeare production. It was my first time to work with a student and a
music director in the selection of music; it was my first time to select a time period for a
show and adapt all of the elements to make it work; it was my first experience to create,
with Tom Lowe, a set design without first building off of someone else's design. We
received help along the way, but it was an original creation. It was the first time I really
had extensive time to refine the work of the actors (in a play experience) into more
refined moments of visual pictures and reacting to one another more honestly (though
Hello. Dolly! really had some fine and extremely creative moments, Shakespeare makes
this an even more difficult challenge), and it was my first time to work with extremely
professional choreographers-- both fight choreographer and the dance choreographer.
They added another dimension to my work, and it taught the students to take their work
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seriously and to trust the process more. External validation is so necessary with students;
it is difficult for them to trust me and trust the process. Most of this has to do with lack
of maturity, lack of discipline, and lack of a strong work ethic.
They have all shown growth in these areas; so, for that, I am grateful. They have
participated in the creation of a more professional working environment, and with that, I
hope never to return to the chaos and lack of attention that pervaded the middle of this
process. Toward the middle of the process is where I will devote more of my energy and
attention in the future, to challenging them to commitment to their character, their lines,
the pacing of them, and the intensity they bring to the stage for the creation process.
Accountability is a difficult concept; for some of them, nothing seems to work. In order
to do that, I will have to continue to evaluate when we hold rehearsal (for now it is
between 6-9pm in the evening), when we start the rehearsal process, and for how long it
runs. I am not sure they are able to sustain their energy and commitment over such a
long process. But, perhaps, we have to build up a tolerance for it, and perhaps some of
the things we struggle with the most will become more natural over time. I can hope.
I will hope that over time, I will get better at what I do and that the process will
have increased moments of joyful creation; the pain and the challenges will not go away,
but the intensity and rewards of discoveries in the acting process have to increase in order
to make the process worth the sacrifice. I have many character memories and discoveries
that that make me laugh. Working with Benedick, Beatrice, Leonato, Dogberry, and
Borachio provided a level of inspiration because they bring something to the stage that
we can work with, but I have also learned the difficult and painful lesson that defiance in
an actor will never go away, and if they prove difficult in the beginning, no matter what
the cost at the time, it will be infinitely more difficult later. I must recast when the need
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arises and trust that the new actor will make it happen. I also need a technical theatre
class. This would cut out so many Saturdays. Over time, I lost many of my technical
students, and at the end, I was down to a committed core of about seven students. That's
a lot of weight upon so few, and ultimately, I carry the weight ofresearch, technical
direction, costuming, production, choreography (after it is created), and acting direction.
There are parts of each of these jobs that I enjoy, but by the end of the process, I have no
reserves left, and I am completely exhausted. I want to celebrate, but so much of me has
been consumed that I have little energy to give. But, perhaps this hollowness after
creation is endemic to the human spirit. I am struck by the ingratitude some of the
parents and some of the cast, and I wonder if that speaks to how much they, too, are
feeling the cost of the production process. Of course, I have many parents who are
exceedingly grateful, who recognize the growth of their children, and for them it is worth
every moment. And, the audience, unaware of the burdens, loves the show, and they are
amazed that the students, their peers, have created such a wonderful theatrical experience.
My colleagues and staff, for the most part, are very supportive, and I do cherish their
words.
The following responses represent some of the sentiments voiced to me after the
show opened. For them, I am exceedingly grateful. Building a theatrical program is an
arduous and profound task, but it is one which affords me the luxury to experiment and to
express myself as an artist, and to discover what is possible with students when one
dreams a big dream. My principal sent the following words in a staff Update expressing,
"Congratulations to Lisa Morford and to all staff who contributed to our remarkable
production of Much Ado About Nothing. The production values were impressive. I
couldn't believe my eyes when I walked into the theater. The transformation of that sorry
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space was inspirational. Equally moving was our students' performance of this complex
and subtle material. The way in which they brought the language to life is a real
testament to their efforts and to the commitment, artistic vision and skillful guidance of
their director." My principal from last year attended opening night and sent me the
following words in an email, "I was totally blown away by the marvelous package your
students delivered on opening night. I've been singing your praises ever since and so has
Jan Z. If the word spreads, you should have packed houses every performance. I felt it
was unfortunate the media wasn't on hand to record the high caliber professionalism and
attention given to every aspect of the production. This was high school theater at its very
best. Hooray for you and your cast and crew!" Jan Zuber, Assistant Superintendent, also
attended opening night; she remarked, "I want to share with you how much Chuck and I
enjoyed the performance on Friday evening. I was just a little worried about how I was
going to hold up as a viewer. It had been a long and busy week. Since Chuck usually
plays volleyball on Friday nights, I normally work kind of late at the office, but then
crash when I go home. I was concerned that I might crash in the midst of the
performance, particularly since it gets just a little warm and stuffy in the theater. That
was not a problem! I was fully engaged the entire time. The kids were great! You have
some very talented students. However, it was very clear to me that this ambitious
undertaking and fabulous performance required countless hours of planning and rehearsal
not only on the part of the kids but on the part of the person leading the charge. I
continue to be impressed with your efforts--and how you tum a rather shabby theater into
a setting that looks so professional!!! You definitely set a high bar in selecting such a
rigorous work to perform. You and your students should be very proud in clearing the
bar with room to spare." Our art department chair sent the following message; " Please
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tell your students how much I enjoyed opening night. The production was truly
spectacular--- and well beyond a typical high school production. If I didn't know better, I
would think I was sitting in a college theater. BRAVO to all, performers and behind the
scenes alike." Our secretary sent these words, "What a fabulous effort on the part of the
students, your support staff and YOU!!! To memorize ALL those lines, to create such a
fantastic set, to instill such confidence in the students that they COULD perform like
that---you must be extremely proud. And, what a riot to see Doug so enjoying himself---!
credit you with this type of motivation as your dedication to the world of performing arts
is so apparent. Congratulations Lisa -- it was a privilege to be in your audience Friday
night." And, finally, from the accountant, who knows exactly how many receipts are
processed for this production comments, "The play Friday night was absolutely
wonderful. I never cease to be amazed at the talent of all the kids. Of course, the one
constant for all the plays is you, and your effort shows in every performance. My only
regret is that it's hard for you to enjoy the shows because you're so busy. Please pass my
praise on to everyone involved in the play, and take a few moments for you, to bask in
the glory."
These praises ease the pains associated with the production process, and they
encourage and remind me that my work does not go unnoticed. I am thankful for those
who express themselves in writing, for it provides an opportunity to remember that our
efforts extend beyond our own trials and they provide entertainment and enrichment for
the lives of others. My favorite comment from one of my AP English students was, "This
play was far more entertaining and amusing than Light Up the Sky at the Rep earlier this
year." We did try to reach our audience with a challenging play but one we thought
would brighten their lives with a bit of dance and merriment. Although we cannot reach

I
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the professionalism of acting exhibited by the Seattle Repertory Theatre, we can provide
an experience for our audience that they value and appreciate. It appears that we have
successfully met that goal. I still need to develop my talents more professionally. I
would like to obtain more advanced training in acting, particularly voice development
and movement, and more advanced director training and experience, with an emphasis on
Shakespeare; but, meanwhile, I will challenge myself to develop the best program and the
best actors and technicians I can. I will ask for more help, and I will develop better
systems for actor and technical commitment to the process. In that, I hope not to feel as
empty in sprit as I do at the end of this process. But, I am proud to have reached a new
level of directorial accomplishment; I only hope someday to receive a standing ovation
from deep inside myself at the end of the process.
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The Set and Scenery
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The Set and Scenery
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Opening of the Show

"Men were deceivers, ever!"
Demonstrator Uniforms

·-· Morning Tea
Hero's Daywear, The Maid

"A bird of my tongue is better than a beast of yours."

•
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Women's Clothing

Daywear, .
Eavesdropping
Scene
(Margaret's
replacement
dress)

Beatrice's
Daywear, for
Eavesdropping Scene
Margaret' s Other Dress

Ursula's Eveningwear
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Men's Daywear

Casually Hip

Disheveled Villains

-----1"The Young and the Sporty

Leonato's Daywear
Windowpane Suit
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Uniforms
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Masks and Revelry
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Memorable Moments

"We are the only Love Gods!"

The bottle goes thump in the night.
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Memorable Moments
"The pleasant'st angling is to see
the fish. . .greedily devour the
treacherous bait."

"She would spell him
backward."
"What fire is
in my ears?
Can this be
true?"

"Contempt,
farewell!"

"She's
limed I
warrant
you."
"Some
Cupid
kills with
arrows,
some with
traps."

Morford 227

Memorable Moments

"If he do not dote on her
. ... "
upon th1s
,--"She found Benedick and Beatrice
between the sheets."

"And would a parakeet had
screeched thus, they
would have shot him."

"When I said I would die a bachelor I
'
did not think I should live
till I were married."

"Deserve well at my hands by
helping me to the speech of
Beatrice."

"I will live in thy heart,
die in thy lap, and be
buried in thy eyes."
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Memorable Moments

"Has any man seen him at the barber's?"

"Fetch you a hair off the great
Cham' s beard"

"Conclude, conclude he is in
love!"
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"Fore God, they are both in a tale."

"We charge you; let us obey
you to go with us."

"Thou shouldst rather ask if it were possible
any villany should be so rich."

"Planted, placed, and possessed by my master Don John"
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Memorable Moments

"Dost thou not suspect my years.?"

"Being chosen for the
Governor's Watch"

.......,ST!!91!
"Bo-ro-chi-o: I desire nothing
more than the reward
of a villain."

"O that I had been writ
down an ass!"
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Memorable Moments

"' Tis almost five o'clock cousin;
Tis time you were ready."

"I do love nothing in the world
so well as you."

"You sing it, and
I'll dance it."

"Oh, that I were a man, for his
sake."
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"If either
ofyou
know any
inward
impediment. .. I
charge
you on
your soul
to utter
1"t . "

"How long have you
professed apprehension?"

"Rage, in savage sensuality"

"Come, lady, die to live."

"I would on the
rearward of
approaches,
strike at thy
life."
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The Weddings
"Pause awhile,

"Yes, Sir, That's My Baby!"

"Being that I flow in grief, the
smallest twine may lead me."

"Peace, I will stop your mouth."
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Set Designer, Stage Managers, and Lishting and Sound Crew

I
I
I
I

The Cast, Crew, and Orchestra

Much Ado: SHS Dra01a DepartIDent
pulls off Shakespeare with style
BY

fauon

CuRELOP

Sammamish audience . .Vice Pr incipal Douglass Sovde
donned a gown as Father Frances, the priest of two very
For the first time in recent Sammamish history, a eventful weddings. Although having never performed in a
Shakespeare production actually drew an audience, and why Sammamish production Doug Sovde has been in fi ve prenot? Much Ado About Nothing brought singing, dancing and vious plays, and has been acting since he attended the l}nibrilliant acting from an array of characters giving versity of Washington.
Shakespeare a new, exciting look.
One unique feature of Much Ado was the live music,
The play had a whole new &tyle, updating the work from The SHS band played "The Charleston" among other songs
the drab, dreary world of 1600s Britain to the hustle and while a line of flappers danced onto the stage. Also featured
bustle of historically accurate 1920s Manwere Aaron Rose on cello as well as Scott
hattan.
Backus on piano.
The story is , like many of
"I am extremely pleased, because
Shakespeare's, a very complex one (takShakespeare is one of the hardest playing place over five acts totaling up to about
wrights to perform," said director Lisa
three hours in length). Overall, it is the story
Morford. "I wanted to update the play to
of a man and a woman hiding behind their,
the twenties because I thought it would be
wit and refusing to express their love for
more fun, more accessible and more enjoyable for the audience."
one .another. It is also the story of a man
deep in love, duped into believe his wifeNot only was the play fun for the audito-be has been unfaithful, and the repercusence, but also very successful, having sold
sions of his blind trust of a man bent on
500 tickets over two weekends.
ruining their relationship with trickery and
Sophomore Lisa Hickey said, "It was relies.
ally good. I really liked that it was set in
the twenties."
· Veteran Scott Heikkinen as well as first
timer Lyn Rice starred in this not so simple
"It was beautifully done," added sopholove story, astounding audiences with their
more Lisa Herrera.
The preparation for this play was quite difacting skills. The show also featured many
ferent than that of previous productions at
actors who have had roles in prior producSammamish. Starting in August the tech
tions, including Victor Arteaga and Mika Lyn Rice tries to pretend she's
Cavanaugh as a couple waiting ~o be wed, not in love with Scott Heikkinen. crew, headed by Tom Lowe, Andrew
and Ted Buchanon and Tom Lowe as two
Worthen and Pete Pilkington, planned out
bumbling police officers heading up a team of screwball the show's set and costume designer Afton Pilkington rewatchmen (played by Paul Ragland, Alexis Gottleib, and searched the style and manner of dre s of the twenties high
Cara DeMonbrun).
society while countless others cleaned, painted, and perHeikkinen, who may be remembered from plays as far fected l'he show many visual aspects.
back Arsenic and Old Lace, was hilarious as Benedick, a
Actors also spent long hours, four days a week instead
witty, returning soldier from World War I. Having never tack- of the usual three, analyzing their lines and memorizing their
led the language of Shakespeare before Heikkinen not only blocking to bring this show together.
made it easy to understand, but. fun to watch as well.
With one successful show behind the Sammamish
"Scott fit this role perfectly," said Ms. Morford.
Drama Department, it is hoped that they will be able to pro"I enjoyed expanding my theatric skills to that of duce another one before the construction start .
Shakes peare and using his unique style of writing to my
In early May, the Sammamish theatre is to be torn down
to make room for a newer, larger, more modem theatre which
own advantage," said Heikkinen.
Rice has never acted in any of the prev ious plays here will allow for quicker set changes, more acting, and more
at Sammamish. Although lacking in experien~e she seemed participation in the theatre program from Sammamish stulike a natural, and had a fantastic performance as Beatrice, dents. Juniors and seniors won't get the chance to see the
the women's liberation activist, daughter of Leonato, and new theatre though, as it isn't scheduled to be completed
potential love interest of Benedick (Heikkinen)
until 2005. Until then, the future of the now renowned theAnother newcomer was quite a familiar face to the atre program at Sammamish is in limbo.

=

·-·-

.:!/....ti}l/!llvl Wbh e:ve1y-/1 Q ~ ~1/dcJ/ (Cltwtro

0

( I,)
(I,)

~1t2 '611/J .

~
6=

a I 02a vcr 1(111
fl/u/ct)spCuT6

~ -

Director/ Producer

or.rucf, Ad(}
About

Lisa K. Morford

Set Designerffechnical Director
Tom Lowe

c}{bfhlll! f

Costume Designer
Afton Pilkington

Lighting Designers
Tracy Carver
Michael Derheimer
Sue Mohn

Master Builders
A special thanks to SHS Graphic Arts for their
assitance with the publicity of this production.

Tom Danielsen, David Roy, Melissa Hendrix, Jenny Tea,
Florintina Poppa, and Ely Ess

Tom Lowe
Andrew Warthen
Pete Pilkington

Stage Managers
Jacqi Burke
Alex Straight
Xim Narvaja

Sound Designer
Scott C. Heikkinen

Orchestra Conductor
Scott Backus
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The Company

Synopsis of Scenes
Manhattan, 1920s

Act I
Governor Leonato's Atrium
Act II
Governor Leonato's Atrium
Police Watchtower
Act III
Governor Leonato's Atrium
Intermission ( 15 minutes)
Police Watchtower
Hero's Chamber room
Act IV
Chapel
Police Watchtower
ActV
Governor Leonato's Atrium

Leonato ....... ............. .......... .. .. ......... ...... .... ..... ........ ....... . Andrew Barton
Beatrice ....... ................ .... .. ........ .... ........... ........... .. ..... .. .... .. ....... Lyn Rice
Benedick. ............................ ...................................... ..... Scott Heikkinen
Hero ............. .. ................... .......................................... Mika Cavanaugh
Claudio ....... ... ................. ... .. ....................... :............ ....... Victor Arteaga
Don Pedro .... .. .................... ......................................... Cameron C.Scott
Ursula ..... .... ...... ... .. ........ .... ... .. .. .. ... ........... .............. ,...... Katie McGarity
Don John ..... .. .. ... .. .. .. .. .. .... .. ........ .......... .... ............................. Eric Skaar
Conrade ........ .. ..... .. .......... .. .. .. ................... .................. .. ..... Alex Straight
Borachio .......................... .. ... ....... ......... .. ....... ..... .. .... .. ...... ..... James Hill
Margaret ... ...... .... ............ ....... ....... .... .... .............. .. ... .. ... Samantha Timm
I ~ .. jben-y .. .. .... .. ......... .......................... ..... .... ........ ........ ... Ted Buchanan
Verges ...... ... ... .... ...... .............. ........... ........ ............ ................ Tom Lowe
Messengerffhird Watch ......... .. .. .......................... ... ..... .. Alexis Gottlieb
Priest ...... .......... ............ .................... .. .... ............. .... .. ...... .... ... Mr. Sovde
Chief ........ ... .... .............................. ........ .. ...... ..... .. ......... Jaclyn Fairhead
First Watch ................................... ........................ .. ........... Paul Ragland
Second Watch ...................... .. ... ................................. . Cara DeMonbrun
Maids/Butler ........... ..... .. .. ...... Danielle Weza, Brita Brache, Brent May
Demon stators ..................................... Afton Pilkington, Danielle Weza
Dancers ................... Samantha Timm, Allie Copeland, Alexis Gottleib,
Afton Pilkington, Lyn Rice, Cara DeMonbrun, Jaclyn Fairhead
Wedding Guests ........ Alexis Gottleib, Afton Pilkington, Danielle Weza
Brita Brache, Cara DeMonbrun, Jaclyn Fairhead

The Crew
Lighting & Sound Technicians ................... . Michael Derheimer, Tracy
Carver, David Hay
Costuming Assistants .................... Melissa Bobotek, Rachel Leinweber,
Danielle DeLucca , Afton Pilkington, Waverly Paradox, Tamara Lowe,
Stephanie Padilla, Dani Dillon,
Alex Price, Amanda Jobmann, Barbara Cavanaugh, Karen Pilkington,
Phyllis Davie, Cherice Jobmann, Susan Hawley-Straight , Leah Martin, Lyn's Mom
ff'uilding Assistant. .............. Lee Noble, Greg Vaumen, Justin Babit~ky,
Tim Loy, McGarity, Tom Cerreta
Properties ............... Stephanie Padilla, Paul Ragland, Afton Pilkington,
Brent May

Publicity .......... Ely Ess(SHS Graphics), Jessica Altamore, Dani Dillon
Make-up Artists ....... .. Helen Iwasaki, Aisling Montague, Margo Silva,
Samantha Timm
Hair and Wigs ..................................... Allie Copland, Afton Pilkington
Technical Assistants ... .......... Dani Dillon, Paul Ragland, Xim Narvaja,
The DeMonbrun family, Brook Hughley
Artistic Elements in Publicity .......................... Ely Ess (SHS Graphics)
Chandelier Design and Construction ........................ Jason Moodie, Art
Students
Painting ... ...... Christina Davie, Dani Dillon, Xim Narvaja, Brent May,
Brooke Hugley, Jacqi Burke, Alex Price
Videography ..... Vision Video and Audio Productions, Tim Rasmlir-"'J
Musical Director .............. ................................................. Sarah Fow1er
Choreographer ................. .......... ............... .. ................... ....... Taryn DanStage Managing Assistant.. ....... .... ... ........ Ruth Benson, Elliott Curelop
Fight Choreograppher .... .. ................................... .............. Katie Driscal

Featured Musician
Cello ............................... .................. .. .......... ....... ............ .. . Aaron Rose

Orchestra
Flute .................... .. .... .......... ................................. .......... Whitney Mim,
Clarinet .............. ...................................................... ..... Emily Jacobse
Alto Sax .............................................. .............. ... ..... Matthew Luebbe
Trumpet ...... .. ........ ... ..... ... ...................... ..... ....................... Robert Sard)l
Trumpet .... .. ..... ............. ................ .. .......................... .... Geoffery Padill4
Tuba, Trumpet .. ..... ........ .. .......... ...... ............ ..... ... ......... ...... Mary Jonso11
Piano .............................. ........... ... ........ Scott Backus and Sarah Fowle1
Cello ................... ....... ..... ......... ... ........................ ............... . Aaron I

..
Director's Notes
Welcome to Shakespeare' romantic comedy, Much Ado About 1 'c:.,,,
ing, a little "merry war.' One is sw-e to be deli ghted by one of Shakespeare 's
wittiest couples. The howdowu begins with Beatrice, the independent woman,
and Benedick, the self-proclaimed bachelor, squabbling (as usual) wben the
soldiers return from the Great War. Lieutenant Claudio, Benedick's best friend
and fellow soldier, profe ·ses bis love and desire to wed Hero, Beatrice's cousin.
Don Pedro Capta in of the army, agrees to assist his officer by "wooing' Hero at
a Ma querade Ball and obtaining her hand from her father, Leonato, Governor
of New York and host of this fc tive evening. Meanwhi le the fun ensues a
Bealrice's family and Benedick's companions decide to do a little match-making and meddling of thei.r own.
i The story fo llows tbe tide of buman emotions in the affairs of friend1>u ,p and love: what it means to feel the giddiness of new attractions, the effects
of deception, the loyalty, belrayal, and trickery of friends, but ultimately to
di c ver the gateway to forgiveness and redemption througb renewed love. This
slo1y resonates with the duality of somber and splendid human interactions and
the fragility of the relationships we lrea ure most.
While this production twnsfers the b1il1iance of the Renaissance to Lbe
chic vitality of lhe Roaring 20s the essence of the Bard' poetry remains. In
bringing !his play to the stage 1 wanted to capture the airy and playfu l frivolity
enjoyed by the guests entertained within an aristocratic home. What era in
American history more accW'ately displays the excessive mirth and merriment
c1itica l to revitalizing the spirit of humanity after the devastation of war? Though
these cla sic characters are elite, their conflicts connect each of us with natural
impulses that we, as human being , are predisposed to enact.
Producing and directing this show bas been an initiation and a rite of
passage into the vast world of Shakespeare, where ljoin a legacy ofother arlists
and performers who share in this collective experience. Much Ado About Nothing has been performed innumerable times, by even far more accomplished
artists, but each creation is the unique expression of its participants time, location, and insights.
This show is the fulfillment of a dream of mine that began while delivering a sonnet on the stage of The Globe theatre in London in 1999. After
attending more than thirty performances that summer in New York, London
and Ireland (not all written by Shakespeare), I realized a passion for the theatre
and began to pursue a masters in theatrical production. Believing that the best
y to teach and encounter Shakespeare's work is through performance on the
stage, I embarked upon a journey to understand both Shakespeare and the medium he employed. This show is the completion of a dream, to inhabit the
world of theatre in order to create a full-length production of the playwright I
most admire. For, "we are such stuff as dreams are made on" (The Tempest,
IV, i, 156-57).

Biographies
And_rew ~arton (Leonato) is a 16 year old junior who bas devoted his
prec10us tm;1e to the~tre. Among other obligations, he is president of
drama c~ ub, m_volve~ rn Totem Reach, and suppo1ts athletes by wandering
around in a bird suit (thanks Scott, for all of your mascot wisdom and
support). He wants to thank his family and friends with their consistent
support, as well as the infallible stage managers, Jacqi, for her grandeur,
Alex, for her engagement, and everybody else for everything else.

Cameron C. Scott (Don Pedro) returns from a year's rest and takes
the stage once more. Sir Cameron C. Scott would like to thank all
those who have come to see the performance. (Please say thanks to
Lisa Morford for doing such a great job.) llis past credits include,
1984, and Arsenic and Old Lace. He would like to thank the beautiful
and celestial Star for her greatness (Your smile cures every problem).
Cameron would also like to thank everyone who worked their butts
off to get this show working (there are so many of you.) Currently,
Cameron is in a band, Schema, and works at Safeway (for now... ).

~yn Rice (Beatric~) is a senior at Sammamish High School. This is her
flrst performance rn an SHS theatre production. She has taken thearre
classes at SHS in her past years. She has travJed to Alaska fo[ a
specialized performing arts class. She was in five school plays dt · 1 '.;g
her elementary years. She appreciates all the hard work from the cast
and crew. She especially appreciates the patience and dedication shown
by Ms. Morford.

Katie McGarity (Ursula) Katie is a junior at SHS. She has been a
£,art of a dance company and has competed with it it her whole life.
r ; his is her first experience of a theatre production and she has loved
-every minute of it.

Scott Heikkinen (Benedick, Music, Tech) is 17 a senior and ha
pe1forrned in previous SHS productions such as Hell~., Dolly! (Cornelius
Hackl) Dracula (Renfield), and Arsenic & Old Lace (Mortimer
Brewste~). H_e al~o has particip~ted in technical aspects of the SHS theatre
such as hghtmg m the production of 1984. He would like to dedicate his
pe1formanc~ ~o the loving memory of his personal life, which was
brutally sacnf1ced at the altar of the SHS drama department. Thank you
love-of-my-life Jacqi I!!
'
Mika Cavanaugh (Hero) is a Junior this year. She has been a part of
neady 20 productions in her life. This will be her fifth production at
SHS. She stage managed Arsenic and Old Lace, acted in Dracula and
~d the li?hting de~i~n f~r 19~4. She aspfres to be a commercial pdot, a
b10cheD11cal genet1c1st, mtenor decorator, a professional actress, film
maker, and some day go into space. This is her best role ever and she
would like to thank everyone.

Victor Arteaga (Claudio) is a senior. He was in Dracula as one of
Renfield's assistants, in Hello. DolJy! in the chorus. This is the first lead
role he bas had, and he is very excited about it. He has just recp-tJy
started a band, called Illusion. In his past time, he dances, skatebc!.':~.~s.
and plays guitar.

Eric Skaar (Don John) is 15 years of age, and is a sophomore at
SHS. His previous theatrical encounters are that of the fog technician
in Dracula. He enjoys singing death metal, as well as bathing with his
dear rubber ducky. Word.
Alex Straight (Conrade , Assistant Stage Manager) is a 17 year old
junior at SHS. This is her fourth school play. Her previous roles include
the vixenous hands in Dracula, a hairdresser in "Fashion", and as Cook
#2, as well as a dancing man, in Hello, Dolly! She would like to thank
all her friends, especially Jacqi for all of her help, and besides, "ya
gotta love the footloose." Elliott and Andrew, yeah fun buddies ...
James Hill (Borachio) is now a junior at SHS and has been in five
productions since his fre.shmen year. He enjoys spendjng time with
the people in the theatre and hopes to continue doing so in the future.

Samantha Timm (Margaret) is a senior at SHS, and has previously
performed in Romeo & Juliet (Lady Capulet) her freshman year, and
also had a sma ll part in a school play in the 5th grade. She wou.ld like
to thank all who supported her, and hopes everyone enjoys the show.
Vv

-

Ted Buchanan (Dogbe1Ty) .is a junior here at Sammamish High School.
His past experience in working with a theatre group is playing the role
of Dracula in last year's production D ·acula. He is proud of the work
that Ms. Morford and aJl the members of the cast have put into this
pe1-formance. He ha enjoyed his experiences with the cast and crew of
Much Ado About Nothing and hopes to be involved in future projects
with the SHS theatre.
Tom Lowe (Verges, Head Set Design/builder) is a senior, a techie, an
actor, lighting guy, set design, arid broom ball champ, builder, insane
guy, forced actor'. dea? guy, ~olice dude, pai~ter, costume maker,_ he~-=tj
case, copy machme fixer, spider man .... basically the head tech1e fo1 ·
this theatre. He's going to miss it when he graduates. He would like to
thank the people who tried to keep him in line: Ms. Morford, Jacqi,
Alex, Elliott, and other people that he didn't have enough time to write
in five minutes. "Dreams are realities not done yet; try starting them."

Paul Ragland (1st Watchman, Tech) is in hi 2nd appearance in an SHS
production. He has previously appeared in Hello, Dolly! as a policeman.
Hes been working a a tech person for the previous two SHS productions.

Cara DeMonbrun ( 2nd Watchman Dancer) is a junior at SHS. She is the
second oldest of five . She would like to thank her family and friends for
honoiing her in this tme to life role.

Afton Pilkington (Head Costumes, Demonstrator Dancer Props) i a
phomore here at SHS .Tbi is her second year in theatre. La t year Afton
· rked on props and as vaiious parts on stage during Hell , Do lly! She
1vves theatre, and she is now devoting her life to it. Outside of the theatre,
he enjoys reading long fantasy novels as well as writing them. Afton would
like to thank Stephanie and Paul for all the support, also Christina, Mike,
Dani Bobby, Heather, and finally everyone else that she can't remember.

Brita Brache (Maid 2) She is a junior at SHS. Brita has not been in any
Alexis Gottlieb (3rd Watch, Messenger, Hero understudy, Dancer) is a
sophomore here at SHS and very devoted to the leadership of her class.
She is also involved in drama club and she is a great friend to those who
know her. She would like to thank Andrew Barton for writing her bio.

Douglas Sovde (Father Frances) is new to the SHS theatre department.
Most recently he portrayed Barnette Lloyd in Edge of the World theatre's
Crime of the Heart. Mr. Sovde has also been seen as Lord Francisco in
the Good Company s production, The Tempest, Ellard in the Good
C omp any's production , The Foreigner, Rosencrantz (or was a
Guildenstem?) in a University of Washington production of Ro encrantz
and Guilderstern are Dead, and The Writer in a UW production of
Tenne see William's T he Lady of Larkspur Lotion. He is excited and
deeply honored to be a part of the Sammamish Community.

Jaclyn Fairhead (Sexton , Dancer) is a senior and this is her first play at
SHS . She has been in a production of Snow White with the Peel Panto
Players Ontario, Canada and has done four plays with the Variety Pl~~-·
Theatre Company of Fremont. She wants to thank Jacqi for having r. ,
"Q" in her name, and her intrepid troop of ninja Canadian Geese.

plays since elementary school when she acted as a monkey in a production
about Anansi the spider. Still, she is an aspiting actres at heart.

Jacqi Burke (Stage Manager) is a junior at SHS. She has previously been
a . tage manager for the productions of Dracula "Fashion?", and Hello,
Dolly! She would Jike to thank Alex for giving her perma-shotgun , Elliott
for being her soap/gossj p buddy, Andrew for being a wonderfuJ friend and
Scott for making her very happy.

Andrew Warthen (Set Builder) is a junior here at SHS. This year he is one
of the main set builders. He has served as a set builder on four other SHS
theatre productions.
Allie Copeland (Costumes, Dancer) is a senior this year. She has done
various things on f ur other SHS theatre productions. She plans on going
to a liberal arts college after high school. She's Awesome Allie .

Christina Davie (Head Painter) is a sophomore here at SHS. This is her
second year in theatre, and is definitely not her last. She is the head of
the artistic paint design. She loves to read, go to church, sing and dance
to music , and paint neat designs on her nails. She would like to thank
her parents for letting her come back, and for supporting her, also her
friends for supporting her.
Dani Dillon (Publicity, Painting) is 15 this year, she loves the theatre, is
on tech, and is short. For this show, she has taken on a few responsibilities,
like this very program, and painting, among other things. This is her
first year in Sammamish theatre, and will hopefully not be her last.
r -"

Stephanie Padilla (Costumes) is a 16 year old junior at SHS. Her het \
schedule keeps her life entertaining and fun . She loves being in tech as
well as being captain of the color guard at SHS. She would like to thank
her best friend, Afton , for being so incredibly crazy, and for putting up
with her antics. She would also like to applaud Ms. Morford for such an
awesome achievement.
Mike Derheimer (Lighting, Sound) is a junior at SHS. He was first
invol ved in the thealre during Hello, Do!Jy ! in the pit orchestra. After
that, the theatre . to le both his soul and hi s hat. T his is his first time
doing lighting. He hopes to have a long career in theatre, teaching and
band. Enjoy the show!
Tracy Carver (Lighting) is a student at SHS. She enjoys theatre, having
played piano in D racula and hopes to be more involved in later years.
Brent May (Butler, Props, Painting) is a 17 year old senior. He enjoys
helping out with the play and surrender his soul to the theatre. Brent
helps by acting and by being on tech crew. He also works on set design,
painting, and everything else that is thrown at him.
Aisling Montague (Costumes) Her name is Aisling and she is a queen.
In fact, she's the sweetest one and she's green. T he costumes you' ve
seen , they 're pretty keen , the costume machine's very mean . She's a
dork, she doesn't Like pork. She will some day go to New York. T h~ '·,;;
to Jacqi , shefs so wacky, she does not lacky in her macky, and than~t . :1
mommy, who likes origami. Also thanks to Allie, she's my casaba.

Ximeoa Narvaja (Tech) is a 16 year old Junior at SHS who spent a month
in Argentina. She doesn't know what shes doing, but she's back anyways.
She ' d like to thank Dani, Christina, Andrew B, Tom, Ms. Morford and
everyone else for their incessant dedication to the theatre, where they
seem to spend any and all free time as well as non-free time.
Star Carless (Tech) is 15 years old, a sophomore who is interested in
basketball, and loves to read. She got in volved in tech because she is
interested in theatre.

Special Thanks
A production of this magnitude would be impossible without a
community of people committed to the same purpose. Last spring we began
reading through Shakespeare plays to select a show that excited all of us. In
ugust, we began the design process, auditions, and text work. The actors,
Lechnical crew, and many parents have consistently devoted hundreds of hours
to the creation of this play. I owe you all a debt of gratitude. All of you have
sacrificed yo1u· personal life for many months to provide the quality of work
that w e can be proud to caJl om own.
To all of the parents who have sewn the beautiful costumes, to Tom
Lowe, Andrew Warthen, Afton Pilkington, Sue Mohn, Danielle De Lucca
Tamara Lowe, Michael Derheimer, Tracy Carver, Alex Straight, Jacqj Burke,
and Kim Narvaja your leadership behind the scenes does not go unnoticed; it
has given me the support and motivation to persevere in this journey. Frank
Hit!, thank you for capturing this achievement, so that it may live in our
memories. Andrew Barton, thank you for your expertise whh language;
collaboration is a beautiful thing. Aaron Rose, thank you for embodying devotion
and passion, and to the orchestra, thank you for your musical talent and touches.
Mr. Moodie, thank you for always being so willing to create the details
that adorn the set with class. Mr. Backus, thank you for bringing tbe musical
elements to life, and Ms. McKay and Shelly, thank you for the touch of live
flowers . To Don Yanik, without you my sanity would not be in tact; your
willingness to assist us at crucial times provides the experience that l so often
lack. To Mr. Welch and all of the faculty and staff at Sammamish, I appreciate
all of your assistance in the countless details that have made this production
possible. To Rahim Kassamali, your generosity of spirit and of equipment is a
precious gift. To the seniors, especially Scott and Tom, you will never be able
to be replaced· I hope you find jobs that make you happy and utiliz e your
extraordinary talent. Lyn, what a great first show! If I have inadvertently
forgotten your name in the program or have not mentioned you by name here,
please know that every moment I am grateful for the assistance and commitment
vou provide.
(
Finally, jf you have a passion for Shakespeare, consider being a part of
the annual Shakespeare Competition which takes place on February 7 at 3 pm
in the theatre. You must have a prepared monologue ofno more than 20 lines of
verse or 17 lines of prose. Sign up with Andrew Barton or Ms. Morford if you
are interested.

Theatre Patrons

Partner ($200+)
Anonymous Donor
Investor ($50-$99)
Peter and Karen Pikington
Jason and Marilyn Robinson
The Pelton Family
David and J anne Dingman
Lesie Rice
Ronald and Christina Stevens
Friend ($1-$49)
Ann Dee and Ronald Mayers
Halima and Lee Moyen
Anonymous
Mary and Warren Brown
The DeMonbruns
Dave Westburg
Jeffery and R. Gayle Kreek

Sponsors
Camera West
Now offers Equipment and Developing
14309 NE 20th, Bellevue
(425) 641-6677
Franklin Hill and Associates
Education Facility Planners
"Making tomorrow happen today"
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www.amasquerade.com
(425)453-2728

Estabiished 1940

Dean Hayes, Sr.

Hayes Drilling, Inc.
5696 Ershig Rd
Bow. WA 98232
wv,.,v., haye5dri/ling com

360166-6 r 1o
l -B00-729-6 1 ro
Fax: 360-766-6133
e--rnai! deonsr@hcye,d,iliing com
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"1le tfie clia:nge

you wisli. to see in tfie worli£"
- t;and1ii

join 'Eastsufe SUbUroan 'Peace Networi
Louis Mazza

suburbanitesforpeaceOyahoo.com

Owner/Manager

a neig/ijorfwoc{grou.p of
15600 Ill.£. 8th St.. Suite J-2 • Bellevue, WA 98008
P: 425 957 0333 • F: 425 379 5251
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